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INTRODUCTION 
The purpose of this study is to analyze The Theatre 
magazine's attitude toward and treatment of selected aspects 
of American theatre between 1901 and 1931. Theatre historians 
and critics agree that the American theatre reached its maturity 
during these years. Early in the twentieth century, two major 
national magazines devoted to the best in drama and theatre 
appeared. The more famous of these was Theatre Arts founded in 
1916. It is the subject of an extensive study by George Newton 
Gordon.-^ The other was The Theatre, published from May, 1901 
through April, 1931.2 
Glenn Hughes called the founding of The Theatre a significant 
event. He described it as "a venture which provided the, country 
with a lively and excellently illustrated monthly record of the 
legitimate theatre for a period of thirty years."3 Although 
Frank Luther Mott in his monumental History of American Magazines 
1. George Newton Gordon, "Theatrical Movements in the Theatre 
Arts Magazine from 1916 to 1948. A Description and Analysis" 
(unpublished Ph.D. dissertation, School of Education, New York 
University, 1957). 
2. The Theatre's first issue was May* 1901 and listed as Vol. I, 
no. 3. The magazine incorporated in its first volume the-two 
issues of Our Players* Gallery. Oct-Nov, 1900, Vol. I, no, 1, and 
Jan-Feb, 1901, Vol. 2, no. 1. 
The Theatre is numbered Vol. I through Vol. 53, no. 4, but 
there is no consistency in numbering the volumes. Consequently, 
all of my references to the magazine give month, year and page 
number instead of volume number. The subtitle of the magazine 
underwent various changes and in August, 1917, The Theatre be-
came Theatre Magazine. For uniformity, The Theatre is used ex-
clusively in this dissertation, 
3. Glenn Hughes, A History of the American Theatre 1700-1950 
(New York: Samuel French, 1951), p. 321. 
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praised The Theatre as *quite the most ambitious attempt in 
American theatrical history to present adequate representation 
of the stage in a periodical," scholars and historians such 
2 3 
as Mott, Theodore Peterson, Algernon Tassin, and Frederick 
4 
Allen have tended to ignore The Theatre. No adequate study of 
The Theatre has been made. 
The first editor of The Theatre5. Arthur Hornblow, seems to 
have been largely responsible for the policies of the magazine. 
He appears to have been the dominating figure among the 
magazine's personnel, for he presided over its publication for 
- twenty-six years. Hornblow was born in Manchester, England in 
1865 and studied literature and art in Paris where he be'came the 
foreign correspondent for American and English journals. After 
coming to America in 1889 he was a staff member of the Kansas 
City Globe and the Dramatic Mirror. From 1892 to 1894, he was 
an assistant play reader for A. M, Palmer and from 1894 to 
1899 filled various positions in America and Europe for the 
1. Frank Luther Mott, A History of American Magazines 
(Cambridge, Mass: Harvard University Press, 1957), IV, 1885-
1905, 261-262. The Dramatic Index called The Theatre "one of 
the most important periodicals devoted to the stage," but it 
only indexes the magazine starting in 1906. It is not indexed 
in the Readers* Guide to Periodical Literature. 
2. Theodore Peterson, Magazines in the Twentieth Century 
(Urbana, Illinois: University of Illinois Press, 1956). 
3. Algernon Tassin, The Magazine in America (New York: Dodd, 
Mead and Co., 1916). 
4. Frederick Allen, American Magazines 1841-1941 (New York 
Public Library, 1941). 
5. W, J, Thorold was editor of the two issues of Our Players' 
Gallery. 
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New York Herald. After leaving the Herald he became a staff 
member of the New York Times and remained there until he 
assumed the editorship of The Theatre in May, 1901. Upon re-
tiring from The Theatre in March, 1927, Hornblow became Dean of 
the John Murray Anderson-Robert Milton School of the Theatre. 
In addition to being an editor, he was a successful novelist. 
His first important work was The Lion and the Mouse (1906) a 
novelized version of Charles Klein*s exceptionally successful 
Broadway play. This novel was so popular that Hornblow was 
able to buy a country home in England with its profits. He 
collaborated with Klein in writing The End of the Game. The 
Profligate. The Third Degree and others. With Eugene Walter he 
wrote a novelized version of The Easiest Way, and with George 
Broadhurst he novelized Bought and Paid For and The Price. In 
addition to novels and plays, he also published Training for 
the Stage (1916) and A History of the Theatre in America (1919), 
Hornblow was succeeded as editor of The Theatre in March, 
1927 by Perriton Maxwell, formerly editor of the Metropolitan 
magazine (1900 to 1906), Cosmopolitan (1906 to 1910), Hearst's 
Magazine (1913-1914), and ludee and Leslie's Weekly (1917 to " 
1921). He had also written Masterpieces of Art and Nature 
(1895), American Art and Artists (1896), and A Third Life (1921). 
Stewart Beach replaced Maxwell in September, 1929 and re-
mained The Theatre's editor until it ceased publication in 
April, 1931. He had been a special lecturer on modern poetry 
and the short story at New York University from 1922 to 1924, 
editor of The Independent (1924 to 1928), and assistant editor 
of The Outlook and Independent (1929), 
Considering the purpose of this study, information for it 
is derived almost entirely from the fifty-three volumes of 
The Theatre. They contain over 5,000 editorials, articles, and 
unclassifiable items, plus over 2,000 play reviews. -For back-
ground material I have drawn upon the standard works on American 
theatre and drama. 
In the American theatre from 1900 to 1930 a number of 
important changes took place. The Theatre provides a fairly 
comprehensive record of these changes and much of the criticism 
of theatre customs and practices that attended the changes is 
to be found within the magazine's pages. 
Hornblow, in his History of the Theatre in America. 
described the American theatre at the time that The Theatre was 
founded: 
Beginning with the last decade of the Nineteenth century, 
the theatre in America already showed a marked and steady 
decline. The glorious nights of Wallack's, when the stock 
system was seen at the height of its prosperity, were now 
only a memory. Those managers of fine achievement, 
•ugustin Daly and A. M. Palmer, had seen their best days. 
Clyde Fitch, Augustus Thomas and other native playwrights 
of promise were rising, but even their genius could avail 
nothing in the face of the changed conditions. New men 
with new methods had come into the theatrical field. The 
making of money became the one and only aim of every effort. 
Of the great actors, not one remained. The stage was en-
gulfed in a wave of commercialism that gradually destroyed 
the art of acting, elevated mediocrities to the dignity of 
stars, turned playwrights into hacks, misled and vitiated , 
public taste, and the drama, from an art became a business. 
By 1900, as Barnard Hewitt points out, "voices in criticism of the 
theatre's commercialism began to be heard."2 Two of the most 
1, Arthur Hornblow, History of the Theatre in America 
(Philadelphia: J. B. Lippincott Company, 1919), II, 318. 
2. Barnard Hewitt, Theatre U.S.A. 1668 to 1957 ( 
McGraw-Hill Book Company; inc., 19Sy), p. 28U.— 
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vigorous voices were those of the Endowed Theatre movement 
and the Art and Little Theatre movement. The general aims of 
these movements were to improve American playwriting and acting, 
and to elevate the taste of the American audience. 
At the close of the nineteenth century American scenery was 
in a somewhat confused state. Richard Moody comments: 
...there was in theatrical art a persistent search for new 
and startling displays; and, as in the background paintings, 
there was an attempt to achieve realistic representations of 
trains, ships, fire scenes, and other similar effects. But 
again it was the sensational aspect of the representation 
rather than the realistic that appealed to the spectator. 
That these effects managed to combine the elements of realism 
and romanticism accounts, at least in part, for their re-
markable popularity in an age when the romantic taste for 
the strange and spectacular had not yet been supplanted by 
the realistic taste for the actual. 
One of the reasons that The Theatre hailed the New Stagecraft 
was its insistence upon simplicity and economy, two attributes 
missing in nineteenth century scenery* 
Although there were important changes in American acting, 
scenery, and playwriting between 1901 and 1931, none of them 
produced the almost instantaneous, spectacular effects that the 
development of the motion pictures did. By 1931 the motion 
pictures had replaced the stage as the principal medium of 
entertainment in America, 
The materials in this study are arranged in chapters, each 
dealing with an. important aspect of American theatre between 
1901 and 1931, Chapter I is concerned with one of the first 
important efforts to check the. commercialism of the twentieth 
1. Richard Moody, America Ta,kes the Stage (Bloomington, 
Indiana: Indiana University Press, 1955), pp. 237-238, 
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century American stage—the Endowed Theatre movement which 
culminated in the founding of the New Theatre in 1909. After 
the New Theatre failed in 1911, many of the ideals of the 
Endowed Theatre movement found expression in the Art and Little 
Theatre movement which resulted in the formation of the Theatre 
Guild in 1918, Chapter II deals with this movement. Chapter 
III reflects the criticism of the elaborate and realistic 
scenery of the early twentieth century American stage; and the 
chapter is primarily concerned with the growth and influence 
of the New Stagecraft. Chapter IV deals with the drama on the 
American stage during the period in which the American play-
wright achieved unprecedented importance. 
Many of the criteria by which American theatre was judged 
in the twentieth century were derived from the visits of im-
portant foreign actors, actresses, and theatre companies. The 
visits of Sarah Bernhardt, Eleanora Duse, the Irish Players, 
Le Theatre du Vieux Colombier, and the Moscow Art Theatre are 
the subject of Chapter V, Although the realistic style of 
acting dominated the American stage during the period with which 
this study is concerned, The Theatre was as interested in 
Shakespearean acting as it was in realistic acting. Both styles 
are discussed in Chapter VI, The motion picture which began 
early in the twentieth century to develop as the main threat 
to the supremacy of the stage as the primary entertainment 
medium is the subject of Chapter VII, 
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An Index of all the major articles and items in The 
Theatre has been included with this study. The articles and 
items are listed chronologically within twenty major subject 
headings. In an effort to simplify the Index and make it 
practical to use, alphabetical listing of articles or individuals 
has been dispensed with. If the title of the article does not 
clearly indicate its subject matter a note of explanation has 
been included with the listing. The Index should be of great 
help to anyone doing research in American theatre history. 
The aspects chosen for this study reflect the major changes 
that took place in American theatre between 1901 and 1931. A 
perusal of the twenty divisions of the Index indicates that 
these seven aspects are the topics which received by far the 
largest amount of space and coverage in the magazine. 
The material in The Theatre concerned with music and dance 
has been used only when it had specific reference to an aspect 
being discussed. For example, The Theatre's opinion of Heinrich 
Conried as manager of the Metropolitan Opera House is discussed 
in relation to the Endowed Theatre movement and the visits of 
the Russian Ballet is treated in the chapter devoted to scenery. 
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CHAPTER I 
THE ENDOWED THEATRE MOVEMENT 
Arthur Hornblow, editor of The Theatre.stated in its first 
issue, May, 1901: 
The policy of THE THEATRE will be to approve and en-
courage everything that tends to elevate the tone of the 
stage and add to the dignity of the profession of the 
artiste. It will praise good work, by whomsoever done— 
playwright, actor, manager, scene-painter—and censure . 
fearlessly where Art has been trampled upon and debased. 
The first of the many campaigns for the advancement and im-
provement of the American theatre which The Theatre conducted 
during its thirty year history was formally initiated in the 
magazine's second issue, June, 1901, It was directed toward 
the establishment of an Endowed Theatre, defined by the magazine 
as "a theatre independent of box-office considerations, in 
which the classic plays should be regularly performed and new 
plays worthy of its boards produced, and which should become 
the permanent home of the finest stock company in the United 
States."2 The Theatre's definition was partly shaped by the 
experience of the ill-fated Theatre of Arts and Letters3 which, 
1. Arthur Hornblow, A Foreword, May 1901, p. 1, 
2. Anon., "Shall New York Have an Endowed Theatre," May 1902, 
p. 16. 
3. The Theatre of Arts and Letters was founded in 1891 by H,B. 
McDowell and had produced with success only two one-act plays, 
one by Brander Matthews and one by Clyde Fitch. Joseph I. C. 
Clarke, later important in the Endowed Theatre movement, and the 
Criterion had provided funds for the production of modern 
Continental plays including the works of Hauptmann and Ibsen, 
The Theatre of Arts and Letters was not able to draw a 
sufficiently large audience for its European plays and folded 
the same year it was founded, 1891, See John Henry Jennings, 
"A History of the New Theatre, New York, 1901-1911," (un-
published Ph.D. Dissertation, Dept, of Speech and Drama, 
Stanford University, 1952), p. 1, and Anon*, The New Theatre 
(New York: Privately Printed by the De Vinne Press, 1909), 
pp. 15-19 from which Jennings drew his information. 
] 
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according to Hornblow, was devoted to a cult of "Long-Hair" 
drama. The Endowed Theatre or National Theatre would not make 
the same mistake: 
It would not be the coterie of literary lions, college 
professors, or so-called society folk. It would be 
the theatre of the sane American people. The first 
thing necessary is to dispel the idea that the chief 
object of an independent theatre would be to force the 
unacted playwright on the public. This was the policy 
of the Theatre of Arts and Letters and it was fatal.1 
Furthermore, an Endowed Theatre would lift the American stage 
"out of the sphere of mere business speculation, the tendency 
of which is fatally and necessarily to cater to the public taste 
ef the moment, no matter how low and depraved, and raise it to 
the lofty heights of a dignified and noble art, worthy of its 
traditions and of this great and enlightened nation,"2 
Reports had been circulated that Andrew Carnegie was will-
ing to lend financial support to such a project; however, the 
report proved false. When questioned by The Theatre regarding 
his views on the subject, Carnegie replied: "On the continent 
of Europe many theatres are subsidised by government but none 
by English-speaking peoples in any part of the world. It would 
be an experiment here, and if to be made, should be by 
government, as in Europe, It does not seem a proper field for 
private gifts,"3 The Theatre commented that even if Carnegie 
would not support such a venture it would: 
1. Plays and Players, February 1903, p. 28. 
2. Plays and Players, August 1903, p. 187. 
3. "Endowed Theatre Project," January 1902, p. 9. 
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There can be little doubt that all who see in the theatre 
more than a place of idle amusement and recognise its 
immense power as an educator and as a moral force; in 
short, all students and lovers of the Drama and of the 
art of acting are deeply interested in the present dis-
cussion regarding a proposed Endowed Theatre, and that 
sooner or later some wealthy man, or body of men will 
come forward in the absence of State or national aid and 
make this city the home of such a theatre, one that will 
become the central point of the dramatic arts in America 
and an object to us of civic pride. Meantime, let the 
discussion go on; it may be fruitful. Let the cost be 
computed and a scheme of administration prepared. THE 
THEATRE will spare no efforts to foster and encourage the 
establishment of such a theatre; and our columns are 
open to anything that may further that object.1 
In the ten year period from 1901 to 1911 when the Endowed 
Theatre movement culminated in the failure of the New Theatre 
in New York, The Theatre published approximately one hundred and 
sixty-five articles and items about the movement. In its pages 
The Theatre showed that an Endowed Theatre was needed in the 
United States, that a stock company or theatre formed along the 
lines of an Endowed Theatre could work, and that the members of 
the theatrical profession favored such an organization. The 
magazine also chronicled the various activities which led to 
the establishment of the New Theatre of New York in 1909 and it 
critically reviewed the productions at the New Theatre. 
1. Editorial Comment to "An Endowed Theatre," June, 1901, p. 
10, Horace B. Fry was primarily concerned with the philanthropic 
view of an Endowed Theatre. He claimed that it was the duty of 
the government to provide free enjoyment of the Arts to those 
citizens who could not afford it themselves. If the government 
did not fulfill its mission, then it was the duty of those 
with private fortunes to assume the responsibility. (Horace 
B. Fry, "Endowed Theatre," July, 1901, p. 14). 
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It was not difficult for The Theatre to show that between 
1901 and 1911, the American theatre in general and managers, 
audiences, playwriting, and acting in particular needed reform 
and improvement. According to Hornblow, the theatre was in a 
deplorable condition and he blamed the commercial manager: 
Under the present baneful star system which stunts the 
actor's artistic growth, making of him a mere automaton' 
in the control of a coterie of business men who avowedly 
have little sympathy with the drama save as a source of 
money-making, the character of the theatre in this country 
is deteriorating, the race of actors is slowly dying out, 
the general drift is downwards towards the commonplace and 
the vulgar.1 
The Theatre drew upon the opinion of Jules Huret, a French 
journalist and critic, who found that American theatrical art 
was "practised with too much extravagance and haste, without 
preparation, deliberation or selection, for the easy suffrance 
of the most patient, good-humored, and child-like public on the 
face of the globe."2 William Winter,whom the magazine consider-
ed the "Dean of American Critics,"3 condemned even more strongly 
than Hornblow or Huret the commercial manager for the lamentable 
state of American theatre: 
1. Editorial Comment to "American Stage in Danger, says William 
Winter," October/1907, p. 268. See also "Plays and Players," 
January 1904, p. 2, in which The Theatre places the entire cause 
for the "almost uninterrupted series of dramatic disasters" on 
the managers. See also "Our Leading Theatre Managers," 
September 1904, pp. 226-228 and "Plays and Players," June 1904, 
pp. 134-135, for similar opinions. 
2. Jules Huret, "A French View of our Stage," September 1903, 
p. 217. 
3. See "Death Claims Player and Critic," August 1917, p. 100, 
also E.F.C. "A Testimonial to Mr. William Winter," March 1916, 
p. 126. 
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The major causes are the prevalence of materialism, in-
fecting all branches of thought; and of commercialism, in-
fecting all branches of action, . . .The theatrical audience 
of this period is largely composed of vulgarians, who know 
nothing about art or literature and who care for nothing 
but the solace of their common tastes and animal 
appetites. • • .and because the audience is large of this 
character, the theatre has become precisely what it might 
have become when dependent on such patronage. It has 
passed from the hands that ought to control it—the hands 
either of actors who love and honor their art, or of men 
endowed with the temperament of the actor and acquainted 
with his art and its needs—and, almost entirely, it has 
fallen into the clutches of sordid, money-grubbing trades-
men, who have degraded it, . . .The boast of the con-
temporary manager is the opulent total of his receipts. 
His favorite announcement declares that 'money talks.'1 
So it does; but generally it talks of avarice, sometimes 
of rapacious tyranny, nearly always of parsimony. 
Acting is an art, not a business. That is the crux of 
the present condition of the American theatre. . . . 
The race of trained, accomplished, competent actors, 
rapidly dwindling, will soon have passed away, and no 
new actors of equal qualification are rising to fill the 
void,2 
Winter's disgust was echoed by Edward Fales Coward who castigated 
the commercial manager for choosing his plays and producing them 
for the intellectual and artistic level of the "pin head 
segment" of the American audience.3 The managers' defense that 
they were producing the plays the audiences wanted was not valid 
4 '* 
retorted Coward, Furthermore, the American commercial manager 
1. Winter's criticism seems to be valid, because Robert Grau's 
defense of the American theatre against attacks similar to that 
of Winter had to be based upon the tremendous financial success 
of musicals and operettas, and upon the enormous salaries paid 
certain stars, (Robert Grau, "The Golden Era of the Stage," 
April 1911, pp. 135-136.) 
2. XX, "American Stage in Danger, says William Winter," 
October 1907, pp. 268-270, reprinted from the Saturday Evening 
Post, 
3. Edward Fales Coward, "The Palmy Days of the Drama," July 
1908, pp. 196-197. 
4. Ibid., "Theatre Managers as Prophets," May 1905, pp. 114-
116, 
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was "surprisingly deficient in that grit and moral courage 
which the London and the Continental managers consistently 
display;" he rarely produced a play that was not first proven 
a success in Europe,1 
The contemporary audience also was blamed because it was 
giving great financial support to the type of play the commercial 
manager was producing. Clyde Fitch, a leading playwright of the 
day, declared the American public had to be amused that it would 
be "a long time before the American theatre-goer will give sub-
stantial encouragement to psychological and poetical plays such 
as Hauptmann, Sudermann, or Ibsen are producing,"2 Alfred 
Ayres agreed that few members of the audience made "theatre-
going a more intellectual pastime than is a circus or a 
•a 
minstrel show." In considering the tremendous financial success 
of "that hodge-podge of nonsense," The Roger Brothers in 
Washington. The Theatre commented that "with the theatre-goers 
in this vacuous condition of mind there is little encouragement 
for managers to strive to present the best in the drama,"4 The 
magazine considered it a "crime" that Nat Goodwin's artistically 
1. Edouard Lenormant, "Managerial Idiosyncrasies," September 
1903, p. 214. 
2. Anon., "Mr. Clyde Fitch—An Interview," May 1901, p. 13. 
3. Alfred Ayres, "Plays and Playgoing," August 1901, p. 16, 
This opinion was shared by Lionel Strachey in his two satirical 
attacks on the audiences in "Do Audiences Demand Happy Endings?" 
April 1904, pp. 88-89, and "Theatricitis," September 1904, p. 
224. 
4. Plays and Players, October 1901, p. 2. 
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satisfying production of A Midsummer Night's Dream could draw 
only enough people for a three week run, Benjamin De Casseres, 
a noted critic, complained about the type of audience that kept 
demanding curtain calls even though the performer may not 
2 deserve them. 
The type of audience for whom playwrights were writing was 
best described by Charles Frohman: 
American playgoers, and in fact, playgoers the world 
over, are not looking for literary fireworks behind the 
footlights—they want plays that interest and hold them. 
They want action—dramatic incidents—and above all, they 
want a strong love story. . • • 
Ibsen plays do not contain love stories as we understand 
them. Dramas of the Ibsen type attract many people because 
of their very morbidity and also because of their matchless 
technique. As a constructor of dramas Ibsen is unexcelled. 
But his plays will never become popular. They may attract 
large audiences in northern Europe, but never in America. 
Americans do not understand Ibsen's characters, particularly 
his women. The average American possesses a fund of healthy 
sentiment. He sees things in a common sense light. He is 
not of an erratic temperament. The American woman is strong, 
sentimental and healthy-minded. She does not do as Ibsen's 
women do, and she cannot sympathize with these creatures of 
the Norwegian's imagination. 
American life is family life. The people of this country 
want to see plays that can be discussed at the breakfast 
table. . . .The history of the drama in this country proves 
beyond a doubt that the successful play is the healthy play. 
There must always be a strong love story. Nobody wants to 
listen to political tracts or sociological treatises.3 
Hornblow did not credit the American audience with as much 
sensitivity or sentiment as did Frohman: 
1. Review of A Midsummer Night's Dream. December 1903, p. 289, 
2. Benjamin De Casseres, "Encoritis: A Protest," December 
1905, pp. 303, x. 
3. Charles Frohman, "Why Some of our Dramatists Fail," 
December 1907, p. 324. 
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Is it analytical? No; for no audiences are. Possessed 
of moral sensibilities? Hardly. With a peculiarily 
acute sense of humor or sentiment? Go'way. With superior 
intelligence? No so. You can get an audience, with 
standing room only, to witness a truck driver extricate 
his fallen horse from the harness,1 
The playwright also received his share of censure for the 
state of the American theatre. Edgar Saltus exclaimed: "the 
anguish of the boredom which, for our sins perhaps, the 
American dramatist has been able, and willing, to induce in us, 
God-may forgive but we never shall!" Hornblow who blamed 
everyone in the theatrical profession—except himself—for 
the grievous state of the theatre, occasionally singled out the 
playwright as the recipient of his wrath: "But, Alas] the money 
fever has seized many of our fashionable playwrights, and we 
find most of them wasting their talent on the veriest hack work, 
turning out two or three plays a season for so-called stars, thus 
prostituting themselves and their art in efforts that usually 
result in failure."4 The Theatre considered much of contemporary 
American drama "stupid, formless and degenerate."5 Unfortunately, 
1. Review of Who Goes There. April 1905, p. 84. 
2. Edgar Saltus, "Our American Dramatists an Apology," 
November 1901, p. 14. 
3. The only person who blamed the critics was not a fellow 
critic but a Russian actress, M. Komisarshevsky in her remarks 
printed as "Russian Actress On Our Drama," July 1908, p. vii. 
4. Arthur Hornblow, "American Dramatists Honor" George Ade at 
Delmonico's," December 1904, p. 322. See also Kate Masterson, 
"Chats with Players No. 1 John Drew," December 1901, pp. 17-20 
for substantially the same opinion, 
5. Review of If I Were King. November 1901, p, 5. 
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the only successes of the 1901-1902 season were by foreign play-
wrights, not American,1 Henry Tyrrell in his discussion of the 
merits of the world's major playwrights devoted only one para-
graph to the Americans—Clyde Fitch, Augustus Thomas, Bronson 
o 
Howard, George Ade, and William Gillette. 
Perhaps the branch of the American theatrical profession in 
greatest need of improvement was acting, because as The Theatre 
said in its first issue of May 1901, "the pernicious star 
system, while it has gradually dismembered the old stock 
companies, has also demoralized the actor and driven many 
excellent players to the vaudeville stage."3 In November, 1901, 
The Theatre reprinted an article from the New York Sun in which 
George Riddle argued that "in /vocal7 delivery the stage has 
declined during the past twenty years . . ."4 William de 
Wagstaffe pointed to Kyrle Bellew as a member of the "old 
school of actors, who have been stamped with the hall mark of 
sterling qualities, neglected or even unknown in modern 
acting."5 These actors were trained in stock companies and it 
1. Plays and Players, June 1902, p. 2. 
2. Henry Tyrrell, "World Dramatists of To-day," December 1904, 
pp. 299-301. 
3. Plays and Players, May 1901, p. 9, See also Willis Steell, 
"Where Are Our Great Actors," June 1901, pp. 199-200. 
4. George Riddle, "Good English on the Stage," November 1901, 
p. 17 (reprinted from the New York Sun). 
5. William de Wagstaffe, "A Latter-Day Cavalier," June 1902, 
P. 10. 
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was the steady, versatile work provided by these companies 
which made actors proficient in their art: 
A stock actor, by means of it, was initiated into every 
branch of the profession, and achieved a versatility of 
methods which will be sought in vain among the professors 
of dramatic art to-day. . * . 
One of the beauties of the old stock system was the bond 
of sympathy which it established between the actor and his 
audience. Seeing the same man in different parts week after 
week, and month after month, the auditor naturally had the 
means of testing his artistic ability on a liberal scale.1 
The stock actors were trained when idealism was more important 
than materialism: 
Cynics were pitiful idlers, misunderstood and not en-
couraged, while the theatre, in its best ambitions aspired 
to seise the ideals of life rather than its materialism. 
Critics were not persistently subjected to inane exhibitions 
of degenerate problems, or to actors and actresses imbued 
with the business principle of "starring" as a trade,2 
In the stock companies, there were "lines" of acting which allow-
ed an actor to progress artistically: 
If it portended anything as a system it portended normal 
development—the beginning at the foot and the gradual rise 
to a higher artistic plane. Each person knew his place, 
and that meant system, order and organization, such as 
obtain in other branches of business.3 
According to Bertha Kalich, one of the foremost"'actresses of the 
Jewish stage, the star system which replaced these lines of 
acting "is fatal to artistic symmetry, warps public judgment 
1. W. W. Austin, "The American Stage a Generation Ago," 
August 1911, p. 69. 
2. William de Wagstaffe, loc. cit. 
3. Frederick F. Schrader, "Is the Leading Man the Leading 
Man?" March 1908, p. 81. 
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and finally destroys public confidence because of the methods 
it employs."1 The star system combined with the absence of the 
stock company as a training ground had produced modern actors 
described by an "old school" actor, Frank Keenan, as mechanical 
puppets who had not mastered the mechanics of the profession of 
acting and who had not "the necessary tools, imagination, 
thought and a capacity for hard work and constant application."2 
No longer was the actor hired because of his versatility, but 
because he represented a certain "type" demanded by the author. 
The effect of the star system and type casting was clearly 
demonstrated in the case of William Faversham who had scored one 
great success as an Austrian nobleman in Aristocracy. Because 
of this success he began playing all roles in a similar manner: 
Mr. Faversham has appeared in a number of parts and in a 
wide variety of costumes but it has always been Mr. 
Faversham. 'The clothes are always "new, but the acting 
never is. The actor always plays himself, whether he wears 
high boots and a cavalier hat or appears in a faultlessly 
cut dress coat, and this is true of his present part in a 
Royal Rival. The absurdity of the star system was never 
more forcibly illustrated than in this instance. Because 
a man acquires some local reputation for wearing his clothes 
well he is made a star. Could anything be more ridiculous 
or tend more to eventually destroy the art of acting?4 
1. X.X., "Mme Kalich Deplores Low Theatrical Standards," 
November 1907, p. 307. 
2. Frank Keenan, "Actors and Puppets," August 1908, p. 221. 
3. Harry P, Mawson described the contemporary practice of 
type casting in the theatre and especially in regard to Clyde 
Fitch's The Truth in "Selecting a Cast," August 1911, pp. 42-
46. 
4. Review of Royal Rival. October 1901, p. 8. 
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Because The Theatre claimed that the Endowed Theatre 
would eradicate many of the ills of the early twentieth century 
American theatre, the magazine had to demonstrate that an 
Endowed Theatre with a stock company in some sort of repertoire 
could work. The most successful examples of this type of 
theatre which The Theatre could cite as evidence were European. 
In December, 1903 appeared Henry Tyrrell's article on the Paris 
Conservatoire,1 and in printing part of Jules Claretie's history 
of the Comedie Francaise written for the Manual of the National 
Art Theatre Society, Hornblow commented that the success of the 
Comedie Francaise "constitutes a powerful argument in favor of 
the establishment of a National Theatre in this country." And 
in introducing her essay on the Weimar Theatre, Edith Elting 
Pattou claimed that "the news that New York City is soon to have 
realized the long cherished dream of an endowed theatre has 
aroused the liviest interest in Europe, especially in Germany 
where the enterprise and praiseworthy aims of the New Theatre 
Association have received much attention in the press."3 
1. Henry Tyrrell, "The Paris Conservatoire," December 1903, --
pp. 308-310. 
2. Editorial Comment to Jules Clar/tie (Director of the Theatre 
Francais and Member of the French Academy)',—"The Glory of the 
Comedie Francaise," April 1904, p. 96, The Couldie Francaise was 
also held up'as an example to the English committee whicn was 
trying to build a Shakespeare Memorial Theatre (Paul Villars, 
"England to Build a National Theatre," April 1909, pp. 111-112). 
3. Edith Elting Pattou, "The Mother of Endowed Playhouses: 
The Historic Weimar Theatre and Its Services to Dramatic Art," 
May/1906, p. 124. 
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The Theatre was able to point even to India where the Vishnu 
Bhane's Company of high caste Brahmans under the patronage of 
the Rjah of Sangli popularized the drama during the British 
rule in the 1840s.1 
Although there had been no American endowed theatres, there 
had been and were a number of successful American stock companies 
playing some sort of repertoire which were considered by The 
Theatre important in the development of the American stage. When 
The Theatre was speaking of stock companies as an ideal toward 
which the Endowed Theatre might look, it was not referring to the 
old repertoire system of a nightly change of bill. It had in 
mind the stock companies of such men as Burton, Wallack, Daly, 
and Palmer which could either change their bills often or play 
what was known as the long run. The Theatre wanted to recreate 
the world of Palmer: 
Mr. Palmer was the last survivor of a by-gone theatrical 
regime. He belonged to the days when the stock company 
was at the height of its prosperity, the days when a re-
fined management gave the drama both dignity and form, when 
there was a standard of public taste, when acting was 
cultivated as an art and had not yet degenerated into hero-
worship, when, in a word, the occupation of producing plays 
had not been turned into mere money making. Palmer belonged 
to that school of managers whom we find in control of the 
leading theatres of Europe—men of culture, refinement and 
scholarship.2 
1. H. A. Talcherkar, "The Drama in India," September 1910, pp. 
90-91. 
2. "Albert M. Palmer—A Personal Tribute," April 1905, p. 101. 
Palmer provided a place where Dion Boucicault could experiment, 
and thus, according to Willis Steell, Palmer "was the founder of 
the present school of acting..."(Willis Steell, "The Passing of 
the Madison Square Theatre," February 1908, p. 46.) See also, A. 
E. Lancaster, "A.M. Palmer and the Union Square Theatre," March 
1903, pp. 62-65. For information on the activities of Lester 
Wallack see Arthur Wallack "Memories of Lester Wallack," July 
1910, pp. 6-8, 
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It also wanted men like Augustin Daly to direct the American 
theatre's future: 
Augustin Daly was the most conspicuous figure in theatrical 
management that the American stage has known, He has had no 
successor. While he directed the famous Broadway theatre 
bearing his name, he cast a lustre on our boards that has 
not since been equalled. He succeeded in imparting to the 
New York stage that brilliancy and polish so characteristic 
of the theatres of continental Europe, and for this reason 
he attracted to the playhouses a class of American society-
usual ly seen only at the Opera—which had previously 
ignored the theatre and have again neglected it since his 
death. The stock company he organized was unrivalled on the 
English-speaking stage and it compared favorably with any 
other troupe of players in the world. His death, at a 
comparatively early age, was a distinct loss to American 
dramatic art, and with his disappearance began the first 
serious tendency toward pure commercialism.1 
Stock companies had undergone many changes between the 
early 1800% when they were practically the only form of profession-
al theatre organisation and 1901 when the Fiskes' Manhattan 
Stock Company was formed.2 The old stock companies maintained 
a single group of actors and produced many different plays in 
one season. Often they had to travel to neighboring towns to 
fill out a season. By 1860 they were in competition with the 
combination system, a phrase referring to one play or a small 
repertory with actors and scenery traveling from town to town. 
1, "Important Notice," May 1905, p. ii. See also Margaret 
Hall, "Personal Recollections of Augustin Daly," June 1905, 
pp. 150-153; July 1905, pp. 174-178; August 1905, pp. 188-191; 
September 1905, pp. 214-215, Alfred Ayres in his "The Stage-
craft of Augustin Daly," December 1902, pp. 26-27, however, 
claimed that Daly was vastly overrated and said that "the 
opinion quite generally—and quite erroneously, I think— 
prevails that Mr, Daly's influence in the American theatre-
field worked greatly to the bettering of its products, • • ," 
2, See "The Manhattan Stock Company," September 1901. p. 10 
and "The Passing of the Manhattan Theatre," July 1909, p. 28. 
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Gradually the traveling combination forced most of the stock 
companies out of business. Those that remained were in the 
large cities and they gradually were ruined by the long run 
which produced greater profits at a lower cost. The long run 
made it unnecessary to maintain a company of versatile actors. 
By 1900 a further change had taken place and stock companies, 
reminiscent of the original, were being formed. According to 
Harry P. Mawson, these new stock companies were the result of 
"the enormous increase of population, represented by the middle 
classes in our large citiesj and the demand by them for a 
2 theatrical entertainment of standard plays at popular prices," 
Mawson explained that the present popularly priced stock 
company evolved from what was known as the "repertoire show:" 
These 'shows,' playing only the smaller towns and each 
town a week, give two performances a day and each performance 
a different play, at 10, 20 and 30 cents. Many of them are 
remorseless pirates, doing standard plays under false 
titles, and being generally irresponsible, cause great loss 
to the authors and owners of the plays thus priated. From 
this class of entertainers the managers of the stock 
companies took their cue. They saw that many of these 
'repertoire shows* managed to make money even at 10, 20 and 
30 cents, and gave satisfaction to their patrons. It be-
came evident that one standard play a week, adequately 
acted and staged, at slightly higher prices, which city 
audiences would stand, had an excellent chance of commercial 
success, and thus far, when properly managed, all these 
stock companies have been very profitable. They have, too, 
been a Godsend to playwrights, and agents, having put 
1. See Edward William Mammen, The Old Stock Company School 
of Acting (Boston: Published by the Trustees of the Public 
Library, 1945), pp. 1-19. 
2. Harry P. Mawson, "Revival of the Stock Company," 
February 1903, p. 38, 
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thousands of dollars into the pockets of both by the yield 
of royalties upon plays which had exhausted their welcome 
at higher prices, and would, but for the present stock 
company, have passed out of existence,1 
This type of stock company began to appear about 1895 and was 
represented in Philadelphia by six prospering companies. But 
the most famous, best organised, and most successful of all "is 
the Castle Square Theatre in Boston, which gives two performances 
a day, the year round, to Standing Room Only at every performance, 
and is the only theatre in the United States, or perhaps in the 
world that is never closed."2 In New York the Murray Hill and 
the American competed with the Proctor Theatres which also 
featured vaudeville; and in Brooklyn, six theatres were operating 
according to this system,3 
Besides the professional American stock companies operating 
in New York between 1901 and 1911, the various ethnic groups 
comprising the city's population afforded excellent examples of 
stock companies successful in playing repertoire, changing their 
bill nightly or frequently. The Theatre covered the activities 
1. IbicL. 
2. Ibid.. p. 39. 
3. The activities of the New York New Theatre had prodded 
Charles Frohman into making plans for a repertoire theatre at 
the Court Theatre in London for the Spring of 1910, and if it 
proved successful, he planned to establish a repertoire theatre 
company at the Empire Theatre, New York. See "Charles Frohman 
to Try a Repertoire Theatre," June 1909, pp. 175-176; M.A.P., 
"Frohman—as London Sees Him," February 1910, p. viii; Ignotus, 
"Charles Frohman—Manager," December 1902, pp, 29-30; and 
Wendell P. Dodge, "A Busy Day with Charles Frohman," September 
1912, pp. 89-91, viii. 
* 
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of the German, Italian, Yiddish, and Chinese language 
theatres. And in Chicago, the activities of the Pekin Theatre, 
the only Negro stock company in the United States, and the 
College Theatre, the only first-class producing playhouse in 
America founded and managed by clergy of the Roman Catholic 
Church, were reported upon. 
At the same time that the Endowed Theatre movement was 
trying to make headway in New York, Red Wing, Minnesota and 
Chicago were putting such theatres into operation. However, 
The Theatre believed that the Red Wing Endowed Theatre could not 
be expected to play an important part in the development of the 
dramatic art in America because it was not a producing house, 
1. Harry P. Mawson, "The German Theatre in New York," March 
1902, pp. 18-21; Charles H. Meltser, "The German Theatre and Its 
New Manager," November 1907, pp. 311-312; and XYZ, "German Stage 
in New York," November 1908, pp. 289-290. 
2. Review of Antonio Majori in Repertoire, in "Plays and 
Players," July 1902, p. 6; H. T., "Little Italy's Great Actor," 
June 1902, p. 25. Majori's theatre also gave marionette shows 
but one of the most unique of the many flourishing marionette 
theatres in Little Italy was at 258 Elisabeth Street, its 
repertoire consisted of one play of 365 acts, one act given each 
night of the year, (Virginia Frame, "The Marionette Shows of 
Little Italy," July 1906, pp. 175-176, iii.) 
3. Bernard Gorin, "The Yiddish Theatre in New York," January 
1902, pp. 16-18; Anon., "Brewing of the Tempest in New York's 
Ghetto," August 1904, pp. 206-207, and Harry Mawson, "New York 
Zionists Perform in Ancient Hebrew," August 1910, p. 49. 
4. Henry Tyrrell, "The Theatre of New York's Chinatown," July 
1903, pp. 170-172. 
5. Lucy France Pierce, "The Only Colored Stock Theatre in 
America," January 1908, pp. 27-28. 
6. L, France Pierce, "Chicago Theatre Entirely Controlled by 
Priests," May 1908, p. 127. 
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it booked only "ready-made" attractions. 
On February 28, 1906, the Chicago Women's Club of 
approximately 900 members, thirty of whom were millionaires, 
pledged itself to support the Player's Theatre," a project 
devoted to the education influences of dramatic art, the 
promotion of the welfare of players, and the maintenance of high 
standards in the profession. . . . "2 
At approximately the same time, a group of men organized 
Chicago's New Theatre. L. France Pierce, The Theatre's 
Chicago correspondent, boasted that Chicago had become "the seat 
of the first practical step for the founding of an art theatre 
in the New World."3 
Both theatres expected to have excellent stock companies 
playing a repertoire of twelve to fifteen plays during a thirty 
to forty week season. Except that the New Theatre had a stronger 
desire to stimulate and encourage native American playwrights, 
the aim and objects of the two groups were so similar that 
efforts were made to unite them. However, the woman backed 
Player's Theatre claimed that the New Theatre was tainted by 
commercialism. The New Theatre of Chicago opened in October 
1906 and closed in February, 1907 after twenty weeks of operation, 
1. Anon., "Minnesota Leads the Way," November 1904, p. vi, 
2. L. France Pierce, "Chicago to Have Two Subsidized Play-
houses," July 1906, p. 194. 
3
» Ihid.. p. 195. 
4, Anon,, "Play Content in Chicago," September 1906, p. xi. 
1 
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The Theatre considered the lessons that the New York 
adherents of an Endowed Theatre could learn from the experience 
of the Chicago endowed art theatre so important that the article 
on the Chicago New Theatre by Victor Mapes, its director, was 
one of the longest single articles ever printed in the magazine. 
The principles for which the Chicago New Theatre stood were the 
elimination of the star system; elimination of the "long run;" 
selection of worth while plays; and elimination of elaborate 
scenery, costumes or accessories. According to Mapes, the 
experiment of the Chicago New Theatre failed primarily for one 
main reason—the interference of the patrons with the running 
of the theatre. Hornblow did not want this failure to dampen 
enthusiasm for the establishing of an Endowed Theatre in New 
York and he presented his own analysis of the experiment: 
Mr, Mapes says that the experiment of an art theatre has 
been made and failed, and he would have us believe that this 
disposes of the question forever as far as the American 
stage is concerned. Nothing could be further from the truth. 
No one who really understands how the great national play-
houses of the continent are conducted, and what they stand 
for in the education and the moral well-being of the people, 
can aocept the experiment of Mr, Mapes and his associates 
as conclusive. According to Mr, Mapes, the American 
theatregoer cares nothing for thoughtful drama or for 
literary plays, and he points with glee to box office 
figures to prove his point: Hauptmann's fine poetic play 
$376, lurid melodrama $6,000, 
But that proves nothing. Even if the audience of the 
New Theatre may be regarded as representative of the modern 
American theatre audience, that still proves nothing. • , , 
Thousands keep away from the playhouses because they find 
nothing there to interest them. Each season good plays 
become scarcer, good players more rare, while with the 
present frensy for imbecile musical comedy we appear to be 
1. Victor Mapes, "An Art Theatre in Operation," August 1907, 
pp. 202-209, ii. 
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fast drifting toward the low standard of the music hall. 
The best interests of the theatre demand that an effort 
be made to revive public interest in fine plays and good 
acting, 
Hornblow pointed out that it would be foolish to expect a 
successful art theatre to be formed in three months, when they 
are so hastily organised, they are doomed to failure from the 
start: 
It would be a miracle if it could be done in three years. 
More likely it would take thirty years, when a new 
generation of theatregoers would have arisen. It is too 
late, probably, to reform the average theatregoer of to-
day. His standard is deplorably low and his favorite forms 
of stage entertainment spectacles fit only for depraved or 
childish minds, but it is possible to train the rising 
generation to appreciate fine plays and good acting • , , • 
The National Theatre of America will assuredly cone one 
day, but to be successful and lasting it will have to be _ 
conducted on lines different from those which ruled the 
New Theatre of Chicago.1 
Th£ failure of the Chicago New Theatre caused the Player's 
Theatre to lose heart, and it disbanded. However, Donald 
Robertson, its director, decided to sponsor a group himself to 
be called the Robertson Players. According to L. France Pierce, 
Chicago had cause to be proud of the group: 
. . .in a season just closed of thirty weeks /ii7 has made 
no fewer than seventeen notable productions, established a 
repertoire wholly unique in the history of the American 
stage and in the face of discouragement, meager support, 
unsuitable quarters and malicious representation, has 
succeeded in demonstrating in the most practical way that 
a theatre devoted to the highest ideals can be made self-
supporting. 
Robertson's plans for the second season included forming an 
ideal stock company and emulating "the example of the late 
Augustin Daly in the establishment of a permanent company of 
1. Plays and Players, August 1907, p. 200, 
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artists of unquestioned technical ability and to produce plays 
only of unimpeachable worth."1 However, the Robertson Players 
disbanded after its initial season.2 
No matter how much The Theatre complained about the de-
plorable state of the professional theatre, it recognized that 
an Endowed Theatre would have to be staffed and run by 
experienced professional theatre people and that in all prob-
ability all the actors of the stock company would be professional. 
Consequently, at the same time that The Theatre formally 
initiated its campaign for an Endowed Theatre—June, 1901—it 
also started presenting evidence that the theatrical profession 
favcred the establishment of such a theatre. The Theatre first 
presented the views of a renowned actor-manager, E. H. Sothern, 
who believed that such a theatre would have good effects: the 
public taste would be elevated and the public would then demand 
a better class of entertainment than it was receiving; a "high 
class of ideals" would be cultivated for both actors and play-
wrights; and it "would lift the art of acting in this country 
to a position of unexampled excellence and would enhance the 
artistic and social value of the actor's calling to an extra-
ordinary degree, "3 
1. Lucy France Pierce, "An Art Theatre in Successful Operation," 
August 1905, p. 217. 
2. For further information on the Chicago New Theatre and the 
Robertson Players see James L. Highlander, "An Historical Study of 
the New Theatre and the Robertson Players of Chicago (1906-08)," 
(unpublished Master's thesis, Dept. of Speech, University of 
Illinois, 1952). 
3. From E. H. Sothern»s statement in "An Endowed Theatre," 
June 1901, p. 10, 
29 
Although A. M. Palmer, considered by The Theatre the dean 
of American managers, defended the commercial managers because 
they were only producing what the American audience wanted, he 
nevertheless believed that an Endowed Theatre would be a bless-
ing to everyone connected with the theatre. The chief mission 
of an Endowed Theatre according to Palmer, would be the creation 
of a "correct theatrical standard" of acting which would establish 
and maintain rules concerning the use of the voice, body, walk, 
gesture and facial expression. An Endowed Theatre would also 
save the actor from the two main evils besetting his profession— 
the star system and the long run. Such a theatre would help to 
restore the stock company in which an actor's performance was 
the reflection of his own thought, his own mind, and his own 
conception and in which a non-stellar role had ample opportunity 
for distinction,1 The distinguished actor-manager, Wilton 
Lackaye, also believed that an Endowed Theatre would raise the 
standard of acting, increase respect for the individual actor 
2 
and his profession, and eliminate the star system. 
In order to secure opinion, The Theatre sent a letter to 
the leading managers, dramatists, actors, critics, etc., re-
questing their opinion on four major questions: 
1. From A. M. Palmer's statement in "An Endowed Theatre," 
June 1901, pp. 12-15, 
2. Wilton Lackaye, "Endowed Theatre and the Actor," August 
1901, p. 13. 
30 
(1) Are you in favor of founding a National Theatre? 
(2) If so, what sum do you consider necessary to establish 
such a theatre? 
(3) Would you be willing to join a committee to assist in 
founding a National Theatre? 
(4) Whom would you suggest as director of such a theatre?1 
To these questions The Theatre received fifty replies. Thirty-
five, mainly actors, supported the idea, eight were opposed and 
seven were non-committal. Twenty replied they were willing to 
serve on the committee. Heinrich Conried, manager of the German 
language Irving Place Theatre and manager of the Metropolitan 
Opera House from 1902 to 1908 received the largest number of 
votes for director of the National Theatre, 
In June, 1902 The Theatre claimed that the previous month's 
discussion of the various replies to its four questions concern-
ing the Endowed Theatre project had revived such interest that a 
group of wealthy men had the matter under serious consideration 
1. "Shall New York Have an Endowed Theatre?", May 1902, p. 16. 
2. Of those opposed to the idea, the most famous was Otis 
Skinner who claimed that the commercial box-office standard was 
a very good one and that "the actor or dramatist who fails to 
win substantial recognition through his own unaided efforts 
has himself, not the public, to blame." (Otis Skinner's reply 
to the four questions, in "Shall New York Have an Endowed 
Theatre," May 1902, p. 18.) Henry Tyrrell, who was sble to work 
the Endowed Theatre into practically all his articled, inter-
viewed Otis Skinner two years later and he then believed that 
such a theatre would be tried but that he would not give his 
whole-hearted support to it. (Henry Tyrrell. "America's 
Foremost Romantic Actor," January 1904, p. 9), 
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and that if a workable plan could be evolved such a theatre 
would shortly be established. Consequently, The Theatre 
immediately printed Conried's plan1 for such a theatre and then 
in an effort to keep the campaign alive,2 it called upon Joseph 
I. C. Clarke, vice-president of the American Dramatists' Club 
to present his plan. This plan differed little from Conried's, 
but the article concerning it was sufficiently convincing to 
elicit much praise from the New York Times. The New York Sun, 
the Chicago Inter-Ocean, the Dramatic Mirror, and the Washington 
Post.3 
From June, 1902, until the closing of the New Theatre in 
1911, The Theatre chronicled the activities of the various 
groups, committees, and associations involved in trying to 
establish an Endowed Theatre. The first definite step toward 
such a theatre was the formation of the National Art Theatre 
Society with Joseph I. C. Clarke as president. Hornblow ex-
pected this organisation to establish an Endowed Theatre, but 
1. "The Endowed Theatre," June 1902, pp. 23-24, 
2. At the same time that The Theatre was agitating for an Endow-
ed Theatre, the New York Sun was openly disagreeing with The 
Theatre by claiming that theatrical conditions were ideal and 
that there was no reason to have such a theatre, E, W. Willard, 
the English visiting star, claimed that theatrical conditions 
were ideal in London also and that the English actor-manager 
was accomplishing everything that the Endowed Theatre was 
supposed to do in America, ("W. de Wagstaffe, "Chats with 
Players, No. 3. E. W. Willard," February 1902, pp. 14-15), The 
Brooklyn Citisen agreed with The Theatre and chided those who 
claimed that the project was an insult to actors, 
3. "First Step Toward a National Theatre," March 1903, pp. 75. 
See also Henry Tyrrell, "A Repertory for an Endowed Theatre," 
March 1903, pp. 76-77. 
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it floundered and in August, 1905, he wrote: 
One does not hear so much about the Endowed Theatre 
these days. The National Art Theatre Society gives no 
sign of life; the millionaires still selfishly decline 
to part with their millions; the general public is stupidly 
indifferent to fine ideals. The pace set by the National 
Art Theatre Society to make propaganda was, of course', too 
swift to keep up, and there has followed a reaction which 
might look like inertia and discouragement.1 
Hornblow was disgusted also with the Progressive Stage Society 
because "an ostensible art movement has been used to foster a 
political fad."2 
Since March, 1902, The Theatre had continually supported 
Heinrich Conried as the person best qualified to head or 
manage an Endowed Theatre, and when the National Art Theatre 
Society died in 1905, The Theatre was pleased that Conried became 
the leader of the movement to which Henry Morgenthau and others 
were contributing: 
It would be difficult to find a man better suited than 
Mr, Conried for the directorship of such a theatre. He 
is as familiar with the practical side of the stage as 
with its literature. He is a man of culture and fine 
literary taste. He has also remarkable executive ability 
and knows good acting when he sees it. More than this, 
he has proved his competence not only by his success as 
1. "Plays and Players," August 1905, p. 185. See also "The 
National Art Theatre," May 1903, p. 114; "National Art Theatre," 
June 1903, pp. 153-156; "National Art Theatre Society," March 
1904, p. x; Arthur Hornblow, "Mr. Carnegie and the Endowed 
Theatre," April 1904, p. 87; and "Andrew the Croesus and 
David the Singer," June 1904, pp. ix-xii, 
2. "Plays and Players," August 1905, p. 185; and "The Pro-
gressive Stage Society," January 1905, p. xiii. The Society's 
first two productions were Elsa Barker's The Scab and Tola 
Dorian's The Miner and Soldier, both of which dealt with the 
labor problem. These two productions gave the impression that 
the Society was committed to socialistic propaganda, Julius 
Hopp was president of the Society, 
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as head of the most important opera house /Metropolitan? 
in the world, but by the high standard of his German 
performances at the Irving Place Theatre.1 
After having supported Conried for four years, The Theatre was 
shocked to learn that there was opposition to Conried and his 
plan. Much of this "carping criticism" was directed toward the 
name National Theatre, a name not chosen by Conried, but used in 
a New York Herald article about Conried and his plans. However, 
The Theatre had also objected to the name and suggested that New 
Theatre be substituted. The magasine realized, however, why 
there was opposition to Conried: he had never cultivated, or 
really became acquainted with the American people; although an 
American citisen for over twenty-five years, his main associates 
were from the German colony; he had openly criticised American 
managers for knowing little about plays or acting; and he had 
the reputation for being vain, conceited, and extremely critical 
of American authors and institutions. Nevertheless, The Theatre 
2 
still gave its unqualified support to Conried, 
In supporting Conried for manager of the New Theatre, Horn-
blow seems to have ignored the criticism against Conried which 
was printed in the music columns of The Theatre. William 
1. Plays and Players, August 1905, p. 186, for further praise 
of Conried see Harry P. Mawson, "The German Theatre in New York," 
March 1902, pp, 18-21; "Our Leading Managers," September 1904, 
p. 228; "New York City to Have a Repertoire Theatre," December 
1905, pp, 295-296; Charles P. Meltser, "The German Theatre and 
Its New Manager," November 1907, p. 312. 
2, "Mr, Conried and the Proposed Repertoire Theatre," January 
1906, p. 7. 
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Henderson, one of the important music critics for The Theatre 
started attacking Conried in 1903 and until Conried resigned 
from the Metropolitan Opera House in 1908, music critics con-
demned Conried's managerial policies, his stage management, and 
his choice of operas.1 In the great rivalry between the 
Metropolitan and Oscar Hammerstein's new Manhattan Opera House 
which opened in 1906, the music critics in The Theatre generally 
favored Hammerstein.2 
The name National Theatre was dropped and The Theatre's 
suggestion of New Theatre was accepted by a reorganised group of 
millionaires* Evidently Conried was no longer being considered 
as the prospective manager of the New Theatre by its backers3 
1. William Henderson, World of Music, November 1903, pp. 284-
285; William Henderson, Music, January 1904, pp. 24-26; Hermann 
Klein, "Is Richard Strauss the Evil Genius of Modern Music?," 
March 1906, pp. 79-80; Anon,, The World of Music, February 1906, 
pp, 53-54; Edward Ziegler, "Salome at the Metropolitan Opera 
House," March 1907, pp, 70-71, vi. 
2. Detailed discussion of Conried and Hammerstein may be found 
in a number of anonymous pieces in The Theatre. "Hammerstein*s 
Plans for Grand Opera," April 1906, pp. 108-109, vii; "Hammer-
stein's Opera Plans," June 1906, p. iv; "Hammerstein's Opera 
Season," July 1906, p. x; E, L. Cleofonte Campanini--The 
Magician," June 1907., pp. 169-170; L. L, "Richter to Direct 
Opera Here," October 1907, pp. 266-267; Conried expressed his 
views on the problems of managing the Metropolitan Opera 
House in Heinrich Conried, "The Pains and Possibilities of 
Grand Opera," Deoember 1904, p. 306, 
3. Anon., "Endowed Theatre in New York Now Assured," 
March 1906, pp. 61, vi. 
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because suoh men as Richard Mansfield, Granville Barker, Daniel 
Frohman, and David Belasco were mentioned as its possible 
director. The Theatre did not favor any one of this new crop 
of candidates,2 
The New Theatre project oontinued to make progress and in 
August 1906, The Theatre described what the $3,000,000 structure 
would be like when finished. It attacked the plan to install a 
restaurant in the building because it would "be a decided 
3 
blemish on the artistic character of the playhouse, . • . By 
April, 1908, construction of the New Theatre had started, but 
the magasine pointed out that although the financial problems 
of the project had been solved, no managing director had been 
signed, no acting company had been engaged, and no repertoire 
1, Anon,, "Is Mr, Mansfield to Direct the 'New Theatre*?" 
April 1906, p. 88 and Lewis J. Hillhouse, "Richard Mansfield— 
His Hopes and Disappointments," July 1906, p. 190, 
2, Richard Savage, "Who Will be Director of the New Theatre," 
September 1907, p. 235. See also Anon,, "The New Theatre 
Plans," May 1908, p. xiii. 
3, Anon,, "The New Theatre and Some Old Ones," August 1906, 
p. 203, When the New Theatre was finished, The Theatre print-
ed an extremely detailed description of what the magasine called 
"the most gorgeously and lavishly equipped theatre that has 
ever been erected in the United States," ("The New Theatre," 
December 1909, pp. 194-196.) The sise of the New Theatre was 
open to attack and the New York Timef printed a voluminous 
correspondence of criticism of the New Theatre to which Thomas 
Hastings, the architect replied. The major part of his defense 
of the sise—that it was built as the patrons wanted it built— 
was reprinted by The Theatre. ("The New Theatre Plans," May, 
1908, p. xiii), A good indication of the sise is given by A. P. 
"America's Largest Music Hall," November 1915, pp. 229,254. 
For further information on the theatre building see "New Theatre 
Boxholders," July 1901, p. vi; "The New Theatre, Who's Who," 
October 1909, p. viii; and Henry Wilson Carlisle, "Where Dream-
Worlds Become Pseudo Realities," February 1910, pp. 49-53, vi. 
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had been decided upon. Furthermore, according to Charles 
Henry Meltser, no American was qualified to manage the venture. 
However, an American was chosen—Winthrop Ames, and as 
his staff, other Americans, John Corbin, former dramatic critic 
of the New York Sun, and Lee Shubert, At the same time, the 
policy of the New Theatre was announced. Not only drama was to 
be produced, but opera comique would be given one night a week. 
The repertoire would include the best modern English and Con-
tinental dramatists and "a primary object, as becomes an American 
institution, will be to foster and exploit American playwriting," 
The repertory system of several plays in production at the same 
time would be employed; and although there were to be "stars" of 
the first magnitude in the company, it would not be operated on 
the "star" system, that is "no performer will be allowed to over-
shadow the others to a greater extent than personal ability, and 
the scope of the part assigned gives legitimate warrant." 
Although a director and his staff had been chosen and a 
policy for the New Theatre made public, other problems were still 
unsolved. Edward Fales Coward pointed out that the New Theatre 
1. Charles Henry Meltser, "The Ideal and the Real 'New 
Theatre'", April 1908, p. 92. 
2
* The Theatre reprinted from the New York Times a pen 
picture of Ames at work in his sanctum ("A Theatre Director 
at Work," February 1910, p. vi), 
3, "The New Theatre," September 1908, p. xii; see also "Plans 
for the New Theatre," October 1908, p. xiii for more information 
on the managing personnel and the repertoire of the New 
Theatre, 
( "W l\^ 
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was not endowed but subsidised and its subsidy and subscription 
were set for a definite period of time and at the mercy of its 
patrons. The repertoire at first would probably have to consist 
of Shakespeare and the other classics because the well known play-
wrights were under contract to commercial managers who could 
guarantee them higher royalties because of the long runs. Coward 
did not have much faith in the taste of the contemporary general 
audience and even "the higher social element which is, of course, 
behind this new movement, is not noted for its devotion to the 
classics." Coward also revived the criticism that the New 
Theatre was for the rich and he doubted whether the "great 
public, the hoi polloi Jyo\il§J flock to a playhouse that is so 
associated with the idea of aristocracy,"2 However, the great-
est obstacle to the success of the New Theatre would be the 
formation of its stock company. According to Coward, there 
would be no trouble in finding an actor to portray brilliantly 
a certain role, but he would be a "type" and unable to play 
anything but his "type" because "the system in control for the 
last decade has been the over emphasis of the ego—the 
glorification of the specialist, and the result has been that 
there have been no schools for the training of the ambitiously 
intelligent,"3 Actually, there were no true actors—"the player 
capable of giving vitality, power, force, humor, distinction and 
1. Edward Fales Coward, "The New Theatre and Its Problems," 
August 1909, p. 58. 
*• Ibl4. 
3. Ibid., p, 59. 
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individuality to a range of roles." Ames would not want to 
form his stock company from "type" actors, nor from the "stars" 
because "a bunch of stars is a hollow mockery."2 He would be 
forced to draw upon unknowns who, although competent, were not 
"personalities," and Coward believed that a "good competent, 
well-balanced performance without stars," would not draw. 
Nevertheless, a stock company was formed with the "stars" E. H, 
Sothern and Julia Marlowe at its head and short biographies of 
the twenty most important members of the stock company were 
3 
printed in The Theatre in November, 1909. 
The New Theatre opened on November 8, 1909 and during its 
first season produced fourteen plays and twenty-three ballets, 
operas, and pantomimes. The Theatre reviewed eleven of the 
fourteen plays. Hornblow expected that mistakes in judgment 
would be made during the New Theatre's first season, but it 
was worse than he had expected. In The Theatre's eyes, mistakes 
in judgment in either play selection or casting were exhibited 
in the productions of Antony and Cleopatra.4 The Cottage in the 
Air.5 Strife.6 The Nigger.7 Twelfth Night.8 Son of the 
1. Ibid. 
2
* Ibid., p. 60. 
3, "Who's Who Among the New Theatre Players," November, 1909, 
p. 144. 
4, Review of Antony and Cleopatra, December 1909, p, 166, 
5, Review of Cottage in the Air. December 1909, pp. 166-167. 
6, Review of Strife. January 1910, p. 2, 
7, Review of The Nigger. January 1910, p, 4, 
8, Review of Twelfth Night. March 1910, p, 67. 
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Peop le . 1 and, the Wi tch . 2 The Theat re had l i t t l e t o say about 
3 4 
Don and it gave qualified praise to The School for Scandal and 
Beethoven. The only production which The Theatre wholehearted-
ly praised was The Winter's Tale which it called an "achieve-
ment of high artistic ideals successfully realised:" 
The play, The Winter's Tale, was presented on a Shakes-
pearian stage, designed by E. Hamilton Bell from recently 
discovered historical data. The Elizabethan method 
utilised enabled the comedy to be given almost in its 
entirety. In its balance there was a nice adjustment of 
values, and the various roles were distributed with such a 
keen discretion that there resulted a performance of 
sound histrionic value. The Elisabethan shapes were beauti-
ful in cut, color and texture. They were worn with a 
picturesque and graceful ease, and the general elocution 
showed a marked advance by all concerned . . . .6 
According to The Theatre's reviews of the individual plays, the 
New Theatre's first season was marked by a poor choice of 
plays, below average acting, good costuming, and exceptionally 
good directing and scenery. 
The Theatre found that many of the fears it expressed 
before the New Theatre had opened had been fulfilled. The idea 
1. Review of A Son of the People. April 1910, pp. 98-99. 
2. Review of The Witch. April 1910, pp, 99-100, 
3. Review of Don. January 1910, p. 4. 
4. Anon., "Revival of The School for Scandal at the New 
Theatre," February 1910, p. 62. 
5. Review of Beethoven. May 1910, p. xxvii. 
6. Review of The Winter's Tile. May 1910, p. 133. 
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that the New Theatre was for the "High Brows" was strengthened 
by the choice of plays. American playwrights were discouraged 
from giving their plays to the New Theatre because the reper-
toire system yielded only limited royalties. Consequently, only 
one American play was produced—Edward Sheldon's The Nigger. 
Fears that a good stock company could not be formed proved valid 
and practically every production had examples not only of poor 
acting but of fatal miscasting. It soon became evident that 
Conried's desire for both drama and opera in the same theatre 
was impractical—the theatre was entirely too large for intimate 
dramatic productions. However, the season was not a complete 
waste; the New Theatre did accomplish something: "to begin 
with it has established itself," and it proved that good plays 
could be produced in a repertory system even though every pro-
duction was not of equal artistic merit.1 
The New Theatre's second season opened on October 1, 1910 
2 
*
nd The Theatre reviewed The Blue Bird, The Merry Wi,ves of 
Windsor.3 The Thunderbolt/ Mary Magdalene.5 Vanity Fair! The. 
Pioer? Nobody's Daughter.8 and The Arrow Maker.9 The magasine 
1. Anon,, "The Results of the New Theatre's First Season," 
July 1910, p. 29. 
2. Review of The Blue Bird. November 1910, p. 130> 
3. Review of The Merry y*Tea o f Windsor. December 1910, p. 162-, 
4. Review of The Thunderbolt. December 1910, p. 163, 
5. Review of Mary Magdalene. January 1911, p. 2. 
6. Review of Vanity Fair. February 1911, p. 34. 
7. Review of The Piper. March 1911, p. 72. 
8. Review of Nobody's Daughter, March 1911, p. ix. 
9. Review of The Arrow Maker. April 1911, p. 106. 
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was again disturbed by the choice of plays and by the poor 
acting, but it indicated that the New Theatre had exceptional 
strength in its effective directing and in its ability to create 
beautiful scenery and costumes: "on the technical side of pro-
duction /the New Theatre/ sets the highest mark ever reached in 
the history of the stage in the United States." Yet the 
technical side of production was overemphasised and really a 
defect that could be corrected: 
It will cease to be a defect when plays of a high spiritual 
quality are obtained in sufficient numbers to offset these 
merely external advantages. Mr, George Foster Piatt is a 
stage manager, and represents, with all his skill and 
intelligence, the one danger that threatens our stage at 
large—the domination of stage management. The first and 
commanding force at a theatre should be the playwright, first, 
last, and all the time. In the very nature of the art the 
stage manager, important and indispensable as he is, is an 
inferior person to the playwright, and should be taught1 to 
keep his place, • . •1 
Indications that the New Theatre was failing appeared 
before its second season closed. On December 21, 1910 its 
founders gave a banquet for the leading theatre managers, 
dramatists, and critics of New York. From the speeches given 
by the various members of the New Theatre organisation, The 
Theatre surmised that things were not running as smoothly as 
had been hoped, and it was intimated that the New Theatre would 
be moved to a smaller building. The Theatre commented that 
beoause the major mistakes of the first season (a poor choice 
of plays and uncommonly bad acting) had not been corrected 
during the second season, reform was needed: 
«& 
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Assertiveness is indispensable. A definite policy 
must be assumed. Interference is to be reprehended. 
Intelligence must take its place and players secured 
who can compass what is required. 
2 
The New Theatre put up a fight for survival, but it died, and 
The Theatre laid the main cause for its failure at the feet of 
the man whom the magasine had continually supported as the 
manager best equipped for the position—Heinrich Conried, He 
was blamed for the monstrous sise and ill shape of the theatre. 
The magazine placed almost equal blame upon the one feature it 
had advocated for years—the repertoire system. During the 
second season only The Blue Bird and The Piper were popular hits, 
the other plays were financial failures. However, because of 
the policy of a repertoire with a limited run, these two hits 
were not allowed to play long enough to make the New Theatre 
solvent. The Theatre also claimed that the New Theatre was the 
victim of poor business management, padded payrolls, exorbitant 
cost of production due to the repertoire system, and the 
alliance with a commercial manager who received most of the 
1, X.Y.Z., "The New Theatre and Some of Its Problems," 
February 1911, p. 40. 
2. Plaza teas were served in the foyer between the acts and 
proved exceedingly popular. ("Teas at the New Theatre," February 
1911, p. ix); a series of special productions illustrating the 
development of the English drama from the earliest times, with 
prefatory explanatory lectures by Brander Matthews were attend-
ed by full houses (X.Y.Z,, "Moralities at the New Theatre," 
May 1911, pp. 175-176); and the New Theatre management, 
recognising that the theatre building was more suitable for 
opera than drama, leased the building for musical productions 
to Lieber & Co,, and announced plans for the building of a 
smaller theatre, ("The New Theatre to Move," April 1911, p. 
xlv.). 
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profits from the New Theatre's road tours. 
After the death of the New Theatre in 1911, The Theatre 
took notice of the opening of the National Sylyan Theatre in 
Washington, D.C., in 1917 which was used for the presentation of 
Red Cross pageants during World War I, and in 1927 printed E. H. 
Sothern*s plea for an Endowed National Theatre in which Shakes-
2 
pearean actors would be trained. But it was not until 1930 
that the subject of an Endowed or National Theatre again received 
any serious attention. Stewart Beach, editor of The Theatre 
since September, 1929, examined the conditions which might have 
made the organisation of a National Theatre neeessacy: 
First, that the public taste, ebbing away from the finer 
things, was woefully in need of education. Second, that 
the costs of producing the more important things in drama 
were so prohibitive and the rewards to the individual 
entrepreneur so slight that no one, unless he were content 
to lose heavily upon each altruistic venture, could be 
lured into the production of worth-while plays. And finally, 
that the managers themselves, innooent of taste in select-
ing their plays or indifferent toward their possible re-
sponsibilities to the public, consistently refused to 
produce anything which savored of the artistic and offered 
instead only those plays which kept drama fixed in the rut 
of mediocrity. 
He maintained that none of them prevailed in the theatre of 1930. 
He believed that the only valid reason for creating a National 
Theatre would be that it might improve playwriting by sub-
1. Anon., "The New Theatre—Its Past and Its Future," June 
1911, pp. 190-192, vi. 
2. See "America's First National Theatre Opens in Washington," 
July 1917, p. 9 and Ada Patterson, "A Woman with Millions and 
a Life Aim," June 1918, pp. 364-366. 
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sidising promising playwrights for a year's time.1 
The Theatre in its second issue, June, 1901 called for the 
establishment of an Endowed Theatre that would combat the 
rampaging, commercialism of the American theatre. The magasine 
chronicled the activities which culminated with the founding of 
the New Theatre of New York in 1909. It reviewed the New 
Theatre's productions and it analysed the causes of the theatre's 
failure in 1911. One of the reasons why the Endowed Theatre 
movement received so little attention between 1911 and 1930 was 
that the Art and Little Theatre movement was satisfying some of 
the needs which gave rise to the Endowed Theatre movement. 
1. Stewart Beach, "This Business of Art in the Theatre," 
January 1930, pp. 13-14. 
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CHAPTER II 
THE ART THEATRE AND LITTLE THEATRE MOVEMENT 
The Theatre had supported the Endowed Theatre movement 
because it believed that such a theatre would help to improve 
American acting, to stimulate the writing of American plays by 
native authors, to raise the standard of taste of American 
audiences, and generally to elevate the American theatre "to the 
lofty heights of a dignified and noble art," When the New 
Theatre failed in 1911, The Theatre, in keeping with its policy 
of praising and encouraging "everything that tends to elevate the 
tone of the stage and add to the dignity of the profession of 
the artiste," transferred its energies and interest to the newly 
burgeoning Little Theatre movement. The Theatre hoped that the 
Art Theatre and Little Theatre movement would succeed where the 
Endowed Theatre movement had failed, and the magasine gave the 
new movement unceasing support and encouragement in over 200 
important articles, items, and play reviews. 
When it became apparent that the New Theatre was entirely too 
large for the production of the intimate drama, interest in-
creased in the smaller New York theatres, such as the Lyceum and 
Maxine Elliott's. The relationship between these smaller 
theatres and the intimate drama was explained by Paul Davis: 
/They are/ particularly adapted to the presentation of the 
intimate drama—plays in which the story is told with such 
simplicity and general fidelity to life that the spectator 
sees the action develop as though in a room from which the 
fourth wall is removed. 
This sort of theatre, built for the most modern plays, is 
unquestionably the highest development of the art of 
theatre building. It is America's first definite con-
tribution to the world's drama. It is the more unfortunate, 
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then, that the minds guiding the destiny of the New 
Theatre should have overlooked this advantage. It is 
within the last decade that the work of the author, 
actor, and stage director has been supplemented by the 
architect and play producer. Together they evolved the 
intimate theatre.1 
The intimate theatre was essential to the growth of the con-
temporary realistic drama: 
In the intimate plays we are more apt to consult with 
ourselves, to compare and pass judgment in. the light of 
our experience: this thing is, or is not, true. 
Here is the end toward which the realistic playwright 
and actor have been working—to weld our thoughts to the 
thoughts and feeling of the characters. It is not enough 
with him to eliminate the fourth wall, of the room. He 
must bathe our minds in its atmosphere, electrify us with 
the issues he creates, make us glow with the good humor 
of his characters and their comedy. 
And this is the use of the intimate theatre, to facilitate 
the temporary transmigration of souls over the footlights, .. 
In its auditorium the spector can live the play, keeping 
step with the thought of the characters. A flicker of a. 
smile, a turn of the hand does not escape him. A whisper 
can be heard in the last row. The gap has been closed; 
the three sides of the triangle which author, actor and 
audience form have been joined by the American architect.2 
Winthrop Ames, director of the ill-fated New Theatre, 
carried the idea of the intimate theatre one step further, when 
after a visit to the European art theatres, he opened his Little 
Theatre of 299 seats in March, 1912. Modeled on the Little 
Theatre in London, Reinhardt's Kammerspiele in Berlin, and the 
Theatre des Arts in Paris, Ames' Little Theatre was sufficiently 
small so that no member of the audience was very far away from 
1. Paul Davis, "The Intimate Theatre," September 1911, p. 102. 
The Theatre also took notice of the plans of Mary and Florence 
Nash to open their own intimate playhouse (Ada Patterson, "A 
Toy Theatre to be Managed by Two Girls," June 1913, p. 168). 
2. Davis, 0£. cit.. pp. ix, xiii. 
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the stage. His main purpose was to provide "a place of 
entertainment for intelligent people" by producing "not only 
plays of wide appear, but plays of essential novelty and plays 
that would be barred from larger theatres because of needing a 
rather special audience, but only plays in which there is some 
appeal to intelligence, refined humor, imagination, or the 
literary sense." Ames believed: 
, , .In small playhouses one can produce plays that re-
quire close range of vision and unquestioned acoustics. 
They are plays of delicate shadings of tone and that 
require for their points varieties of facial expression 
that would be lost in transmission in a large house.. 
Another reason is that you can select your audience. 
Although Ames thought that it was impossible to change the public 
taste in plays and that one could only deepen and widen the 
already acquired taste, he nevertheless wanted to produce plays 
that would not only entertain but contain enough truth to 
make the audience think after it had left the theatre. 
The Theatre's reviews of Ames' productions indicate how 
successful he was in achieving his aims. His Little Theatre, 
"the last word in all that is artistic, elegant and up-to-date 
in modern theatre building" (it was the only New York theatre 
besides the New Theatre that had a revolving stage) opened on 
March 12, 1912, with John Galsworthy's The Pigeonfvhloh while 
1, Anon., "Mr. Winthrop Ames and the Little Theatre," March 
1912, p. vii; see also "To Build Smallest Theatre," October 
1911, p. xv; and Amelia Von Ende, "Giants of the German Drama," 
July 1912, pp. 5-8, vi. 
2. Ada Patterson, "The Little Theatre and Its Big Director," 
April 1913, p. 122. 
."•/.i^'.i''«- ,'. .iiHi !.-ir'f">i _ J C >.»-1-u.iliSi .i-rtt,!*' i i u ^ M 
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it entertained, also contained a message which made the 
audience think. The Theatre had nothing but praise for Ames, his 
theatre, the play, and the magnificent acting of- a superb cast. 
It concluded that"if Mr. Ames' future productions keep up to the 
high standard of his opening performance, the Little Theatre is 
likely to be a permanent feature of New York theatrical life, and 
a potent factor in the development of the American drama." Al<* 
though the magasine did not review the Little Theatre's pro-
ductions as regularly as it did those of the larger houses, it 
generally praised Ames and held him up as an example to New 
York producers. 
The art theatres of Europe which had influenced Ames in the 
establishment of his Little Theatre in 1912 had also influenced 
and encouraged the development of other American Little or Art 
Theatres. One of the earliest of Art Theatres in New York was 
the Theatre of Arts and Letters which in 1891 "failed inevitably, 
partly owing to internal discord, but chiefly, because aiming 
as it did to reveal native plays, it found few if any that were 
2 
worth revealing." More successful was the Neighborhood Play-* 
1. Review of The Pigeon. April 1912, pp. 106-107. See also re-
views of The Flower of the Palace of Han. May 1912, p. 138 and 
The Terrible Meek. May 1912,- p. 139 (It is about as stupid an 
offering as has been presented of late years by a professional 
company,**); and the review of The Affairs of Anatol. November 
1912, p. x (". • .the staging at the Little Theatre, with its 
attention to detail, that is neither exaggerated nor laborious, 
left nothing to be desired, and gave the speotator that feeling 
of complete satisfaction which comes from viewing anything that 
bears the imprint of a master hand."). 
2. Charles Henry Meltser, "lew Art Theatres in New York," 
April 1915, p. 198. 
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house—an outgrowth of the eight years of dramatic and 
festival activities of the Henry Street Settlement—whose aim 
was especially to "express the thoughts and ideals of the 
'neighborhood' which is largely Oriental and Semitic." However 
it did not want its appeal to be limited to only one neighbor-
hood: 
It hopes to be a community playhouse, where the traditions 
of the neighborhood can find artistic expression, where any-
one with special gifts can contribute his talent, and where 
interesting productions of serious plays and comedies, as 
well as the light forms of entertainment, may be found. 
By the variety of its programs, the playhouse aims to appeal 
to a public of diverse tastes, interests and ages, and in 
this way to share in the life of the neighborhood,1 
Although The Theatre printed only one article concerned primarily 
with the Neighborhood Playhouse,2 it considered the activities 
of the group important and influential, and regularly reviewed 
its productions,3 The Theatre commented that "the performances 
of the Neighborhood Playhouse have deservedly taken rank among 
4 
the most artistic and interesting of the local stage," It 
was especially impressed with the group's third edition of the 
Grand Street Follies5 and it considered The Dybbuk the Neighbor-
1, Ibid. 
2, Lynde Denig, "The Most Talked of Playlet of the Year," 
July 1916, pp. 18,|8. 
3, A complete list of plays produced at the Neighborhood 
Playhouse can be found in Alice Lewisohn Crowley, The Neighbor-
hood Playhouse (New York: Theatre Arts Books, 1959), Appendix, 
pp. 252-260. 
4, Review of Neighborhood Playhouse, January 1917, p. 21; see 
also review of The Married Woman. February 1917, p. 85 for sub-
stantially the same opinion, 
5, Review of Grand Street Follies. September 1926, p. 16; see 
also Ward Morehouse, "Heard on Broadway," October 1927, p. 34, 
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hood Playhouse's greatest production: "The Moscow Art Theatre 
could not surpass the wonder of detail and directing evident 
in this play, which is the best thing the theatre has offered 
this season,"1 
Another young successful Little Theatre was the Washington 
Square Players, which in 1915 under the direction of Edward 
Goodman, and without the aid of a stock company of well-trained 
professionals, made an impressive debut at the Bandbox Theatre, 
2 
The Theatre was quick to praise the group's early efforts and 
the magasine did not criticize adversely their productions until 
November, 1916: 
The Washington Square Players continue to give things that 
are "different." 
That is a commendable policy if the new things are worth 
the while, although the new often involves the experimental. 
There is, however, a limit to experiment. Has not that 
limit been reached in the experimenting with plays of 
doubtful morality? Of course there is a certain curiosity 
to see and hear much talked of pieces by foreign dramatists 
of distinction, which pieces would not gain any foothold 
whatever in the open market.3 
When the group produced its first full length play, The Sea Gull. 
Hornblow defended them even though he considered the play * 
failure: 
1. Review of The Dybbuk. March 1926, p. 15. 
2. See reviews of the Washington Square Players in April 1915, 
pp. 207,211; May, 1915, pp. 259,263; June, 1915, p. 282; 
November 1915, p. 222; December 1915, p. 320. 
3. Review of Washington Square Players, November 1916, p. 283. 
The plays on this particular bill were Alice Brown's The Sugar 
House. Georges de Porto-Riche's Lover's Luck. Nicholas Wreinov's 
A Merrv Death, and Philip Moellexft Sisters of Susanna. 
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They have no reason to be discouraged in the matter of 
venturing on long plays. The failure here is that of 
Mr. Tohekhov, • • • 
The actors further demonstrated the qualities which 
they have abundantly shown in their remarkable career 
at the Bandbox. The production in the matter of scenery 
was up to the new high standard of the Players. They 
accomplish wonders there in the employment of simple 
means. They, have a distinct artistic tendency and 
progressiveness in expressive decoration. In that par-
ticular they have established their right to be heard and 
seen. They have had aberrations of judgment in their 
selection of plays, at times, but they have won a place 
in public estimation. They should meet with encourage-
ment and success in their wider field of activity at the 
Comedy Theatre, which house they have recently acquired,1 
The Theatre continued reviewing regularly the group's productions 
until the Washington Square Players disbanded in May, 1918.2 
The Theatre had first shown interest in the Art and Little 
Theatre movement in 1911 and by 1915 it was seriously concerned 
with the philosophy and influence of the movement. In August, 
1915, The Theatre defined the Little Theatre's'aims and 
activities by distinguishing between theatres such as Ames' 
Little Theatre and "Little Theatres": "those properly called 
'Little* are so rather in the sense of managerial policy than 
of physical sise, for example, the Little Theatres of Chicago 
and Philadelphia and the Toy in Boston."3 The purpose of the 
1. Review of Washington Square Players, July 1916, p. 10-11, 
see also the review of their production of The Death of Tinta-
glles. April 1917, p. 213 ("There is an astonishing cleverness 
and originality in the simple effectiveness of the scenery, the 
combination of colors and lighting—all.having a relation to the 
idea of the play in hand. There is an excellence here that has 
gained the Players a rightful attention and distinction.") 
2. See Reviews of the Washington Square Players in January 1917, 
p. 21; October 1917, p. 213; December 1917, p. 352, 393; January 
1918, p. 23; and March 1918, p. 151. See also Ada Patterson, 
"French Actors Score in Japanese Play," February 1917, p. 90. 
3. "On Little Theatre," August 1915, p. 64. See also F. 
Lauriston Bullard, "Boston's Toy Theatre," March 1912, pp.84-86, 
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Little Theatre, according to The Theatre, is "the production 
of interesting plays, past and present, of native and foreign 
authorship, which seldom or never find their way to our 
regular 'commercialised' stage." The real justification for 
the Little Theatre "is not in preying ghoulishly upon the wealth 
of the past, but in stimulating and building up an indigenous 
American drama." The Theatre hoped that the American Little 
Theatres would be able to emulate the example set by the Moscow 
Art Theatre, the Freie Buhne, the Theatre Libre, and the London 
Stage Society in encouraging native drama, because "the cradle 
of the whole contemporary European school of dramatists was not 
the regular, commercial stage, but semi-private and downright 
amateur organisations of persons sincerely interested in the 
future of the drama, who cared more for nurturing it into health 
and hardihood than for reaping fortunes from their endeavors." 
The Theatre emphasised how important it was for the Little 
Theatres to be the home "of the experimental laboratories for 
the coming American drama, just as the numerous organisations 
abroad were in those prolific closing years of the last century," 
The Theatre explained why: 
The little theatres are peculiarly adapted to dramatic 
experimentation. Their audiences are intelligently and 
sympathetically interested in the drama, and they possess 
the critical acumen, without the hasty intolerance of the 
ordinary playgoer, which is indispensable in stimulating 
and guiding the young playwright. They are keenly alert 
to discover new writers of ability, and they frequently 
find quite as much pleasure in discovering new talent as 
in witnessing an unusually interesting playe And many 
members of these audiences are philanthropic enough to 
meet economic deficits when their intellectual pleasures 
compensate. Roughly speaking, the audiences of the Neighbor-
53 
hood Playhouse or the Bandbox are not unlike those that 
gathered in the Freie Bunne, the ThelPtre Libre, or the 
Abbey Theatre twenty years ago; nor are those of the 
Chicago and Philadelphia Little Theatres unlike those 
of the London Stage Society.1 
Before the advent of the Little Theatre movement, the 
short or one-act play had had some success on the American 
commercial stage. As early as 1905, Frank Keenan, encouraged 
by Antoine's success in producing short plays, presented a bill 
at the Berkeley Lyceum. Keenan caused a sensation with a 
2 dramatization of Poe's The System of Dr. Tarr. On March 14, 
1913, Holbrook Blinn opened his 298 seat Princess Theatre which 
was devoted to the production of one-act plays,3 and The Theatre 
considered the opening night a triumph,4 Blinn*s activities 
"opened up a field exceptionally fruitful for the new 
dramatist;" his theatre was managed with a definite policy and 
with adequate resources for production,5 Blinn and his 
Princess Theatre, however, soon proved a disappointment because 
he started to produce the sensational type of one-act play 
usually seen at the Grand Guignol of Paris, 
1, "On Little Theatres," August 1915, p. 65, 
2, T.R.S., "Antoine's Plan Tried in America," April 1905, 
p. 87. 
3, Eva E. vom Baur, "A Theatre of Thrills," June 1913, pp, 
186-188. 
4, Review of the Princess, April 1913, p. xv, 
5, Plays and Players, July 1913, p. 2, 
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The visiting Irish Players and the Manchester Players 
had demonstrated some of the artistic possibilities of one-
act plays, but not until the Washington Square Players and the 
Neighborhood Players began producing them regularly were they 
considered an important dramatic genre, Edward Goodman, 
Director of the Washington Square Players, pointed out that the 
one-act play would never accomplish all that was expected of it1 
until some commercial producer took an interest in the form. 
Until then, the responsibility for the development of the one-
2 
act play would have to remain with the Little Theatre. 
By 1917; the Little Theatre movement had grown to such 
proportions that The Theatre considered it one of the major 
facets of American theatre. The magasine wa* primarily con-
cerned with the effect of the movement upon the development of 
the American drama, that is, "whether out of the pill-box theatre 
there is to come the tonic that will restore our decrepit and 
invalid drama."3 Not only had the Little Theatre commanded 
respect for the one-act play but it had "opened the stage-door 
to a multiplicity of novel and important material to which the 
1. Clayton E. Gibbs, "The One Act Play," March 1916, pp. 
143, 156. 
2. Edward Goodman, "Why the One Act Play?" June 1917, p. 
327. 
3. Rancholt Warsden, "Little Theatre and Big Ideas," 
February 1917, p. 92, 
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usual theatre is barred." Because of the activities of such 
theatres as the Washington Square Players, the Neighborhood 
Players, the Provincetown Players, and the Portmanteau Players, 
"the best writers will soon turn their attention to the small 
stages, and then the small stages will become the big stages." 
As the Little Theatre became financially successful and the 
recipient of lavish praise, it was natural that the movement 
should come under attack from the commercial manager who felt 
that the Little Theatre was in direct competition with him. 
David Belasco had declared in the New York Herald that the 
American drama had to be protected from "amateur dramatic organ-
isations," and to defend the Little Theatre against such attacks, 
The Theatre called upon Walter Prichard Eaton, who believed that 
the commercial managers had reason to be sensitive. In the 
season 1916-1917, he said, they had added "nothing whatever to 
our knowledge of American life or our stock of American 
literature." Eaton categorically stated that "wherever there is 
1
« Ihid. Hornblow wrote that the season 1916-1917 was undoubted-
ly the greatest one-act play season the American theatre had 
ever known and that the credit had to go mainly to the 
Portmanteau, Neighborhood and Washington Square players, ("Mr, 
Hornblow Goes to the Play," July 1917, pp. 21-22.) In reviewing 
the notable productions of this same season Paul Morris came to 
the conclusion that most of them were devoid of love themes, 
they were one-acts written by Barrie, Maeterlinck, Dunsany, and 
most importantly, they were given by the New York Little 
Theatres. Morris commented that there was a time, not too long 
distant, when a play without a love theme had no chance"Of being 
produced. ("Paul Morris, "Is Love Banished from the Stage?" 
August 1917, p. 70), The type of play and author popular with 
the Little Theatres was interestingly satirised by Hubert Savile, 
"The Washington Square Dramatists," August 1917, p. 64, The 
Little Theatre remained sufficiently healthy so that Edwin Carty 
Ranch ("The Tom Thumb Theatre," December 1920, p. 58) and Stanley 
Rauh ("Livery Stable and Back Yard Techniques," February 1925, 
p. 12) were able to satirise it effectively* 
2. Warsden, loc. cit. 
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a note of distinction it will be found that either an 
ambitious actor or a young manager just breaking into the 
game is behind it." He explained that although the Little 
Theatre, from the financial point of view is "commercial," in 
spirit it is "amateur" and not "professional." Eaton defined 
the "amateur " spirit thus: 
/"it ij_7 the spirit which converts work into play, which 
keeps men and women in any sport or any artistic occupation 
not primarily for love of gain but for love of the sport or 
the art. It is the spirit which does not calculate, but " 
acts on instinct, which does not compromise, but follows 
an impulse to its conclusion, which thinks little of 
tradition and much of experiment. It is the spirit of 
youth and adventure. It is the spirit behind all new 
movements in the arts, and the spirit demanded alike for the 
production and the appreciation of a vital and expanding 
national drama. To it is opposed the whole dead, clinging 
weight of safe and sane "professionalism." Protect our 
theatre from the amateurs, indeed! If there were only 
some way to protect our amateurs from the theatre! That 
is the real danger. 
This amateur spirit had led to the formation of the Abbey 
Theatre, the Manchester repertoire theatre which produced the 
most vital British plays of a decade, and the three important 
American theatres—Washington Square, Portmanteau, and Neighbor-
hood. It was the amateurs who "were doing something of which 
Mr. Belasco does not appear to have the faintest conception— 
they were enlarging the scope and vitality of dramatic appeal 
in America, they were making the art life and the daily life,' 
of Americans one and the same, not something widely separated." 
Eaton considered Belasco»s fight against the Little 
Theatre futile because the amateurs would not be denied and. . , 
"because theirs is the spirit of freedom and growth, and art must 
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be free, and must grow and change, or it perishes." Further-
more, the Little Theatre was a protest against "the easy, safe 
professionalism which has divorced our drama from all serious 
contact with the problems of actual life, which has reopened 
the gap between the American stage and literature—a gap which 
Heme, Fitch, Moody, Eugene Walter, George Ade and others seemed 
a few years ago on the point of bridging; which has left the 
public without any control over its esthetic expression in the 
playhouse."2 And Eaton saw in the Little Theatres the 
salvation of the American drama: "at any rate, the drama of 
to-morrow in America must be reborn out of the amateur spirit, 
and the increasing number of amateurs who are giving them-
selves gladly to the task of to-day is the most hopeful sign in 
our theatre."" 
A more realistic analysis of the Little Theatre movement 
was presented by Maxwell Parry,, Director of the Little Theatre 
of Indiana, after he had had an opportunity to visit a great 
number of Little Theatres. He found that too many Little 
Theatres were attempting "dramatic marathons" - were pro-
ducing too many plays in .an effort to be financially independent. 
Parry deplored this commercialising of the Little Theatre and 
he argued that "the avowed purpose of every little theatre 
ought to be experiment, not to make money."4 He thought that 
1. Walter Prichard Eaton, "The Amateur Spirit in the Theatre," 
May 1917, p. 292. 
2. Ibid., pp. 292,314. 
3. ibJLi., p. 314. 
i«fu8PBH,p5?!:3r82, , ,THofailure of th t u t t l e Ih"tp"'" 
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Little Theatres should not produce plays on a regular schedule 
but only when they had something truly worthwhile to present. 
Parry's views received support from Edward Goodman of the 
Washington Square Players when he was interviewed by Hiram 
Moderwell shortly after the Players moved to the Comedy Theatre: 
In regard to our general aims and ideals. • • we view with 
alarm the growing tendency of half-baked amateurs to usurp 
the field properly belonging to the trained professional. 
They suppose that what they call inspiration will take the 
place of years of practical experience behind the foot-
lights. Every week, it seems, a new amateur company 
springs up, proclaiming that all the work which practical 
theatre men have done is valueless, and promising to 
effect a revolution over night, I notice that there is 
still another company starting up in Greenwich Village, 
where most of those crack-brained schemes originate* Its 
directors complain that the American theatre is becoming 
commercial. Commercial! They forget that every good 
theatre is a commercial theatre. There is just one test 
of excellence in dramatic art—the box office.1 
Support also came from Lawrence Langner, business manager of 
the Washington Square Players: 
I'm trying to think of a scheme, . .for keeping our sub-
scription list confined to the really nice people. It 
doesn't look right to have those Greenwich Village nuts 
overrunning the place. It makes it look as though we 
were just one of those amateur art theatres,2 
Most of the New York Little Theatres were forced to suspend 
operations during World War I, but they came back stronger than 
ever after the war, and The Theatre continued to analyse and 
evaluate the movement's progress and influence. The Little 
Theatre, according to Florence Gilliam, had a salutary effect 
1. Hiram Kelly Moderwell, "Two Interviews," November 1917, 
p. 286. 
2. Ibid. 
3. Lisle Bell, "The Little Theatre Goes to War," December 
1918, p. 352. 
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upon scenery being used on the professional stage: 
The theatrical world has learned a big lesson from 
the Little Theatre. A combination of circumstances has 
brought this about. The little theatres, to meet the 
exigencies of lack of space and lack of funds, have in-
vented economic devices for getting effects which have 
proved more vitally successful than those produced by a 
tremendous but badly organised outlay of money. Further-
more, the so-called art theatre movement has found its 
chief outlet for expression in these little theatres and 
one of the main tenets of the art theatre movement is 
"Suggestion, not Representation." In this case, then, 
praotical demands and artistic ideals were for once 
synchronised. Gradually producers are coming to realise 
that good taste and real artistic value are not the 
result of mere lavish expenditure, and the public has 
seen the superiority of ideas over money, . • . 1 
The past season has been prolific in examples of the 
ideal of artistic simplicity derived largely from little 
theatre policy and applied to more pretentious Broadway 
productions,2 
Articles were published in 19223 and 19264 attesting to the 
importance of the Little Theatre movement. By 1927 The 
Theatre felt that the movement again was in need of definition: 
The popular mind, no matter what the friends of the little 
theatre may think, regards the adjective "little" as synonym 
for diminutive, inconsiderable, miniature, and perhaps also 
for unimportant, petty or stunted. It implies a physical 
limitation to the growth of the institution. It leads the 
public to believe that the ideals of such a theatre and its 
productions have an appeal only to a limited group, that 
the name has been deliberately chosen to catch the 
attention of a distinct and limited few rather than the 
large and popular audience. 
At various times,1 sensing the fact that the non-commercial 
theatre has outgrown the "little" part of its cognomen, an 
effort has been made to devise substitute designations, such 
as "community," "art," and "civic," The effort has not been 
1. Florence Gilliam, "Economy in the Theatre," June 1921, p, 
396. 
2. Ibid., p. 446. 
3. Harcourt Farmer, "Is the Little Theatre a Really Big 
Movement," August 1922, p. 76. 
4. Brock Pemberton, "Broadway and Main Street," March 1926, 
P. 58. 
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entirely satisfactory, for the word "little" has been too 
definitely graven on the public mind to be uprooted so 
easily. Perhaps a genius will arise, an O'Neill of the 
business side of the theatre, who can apply just the right 
word or phrase to these most important theatre groups; 
non-commercial, but not slipshod in business affairs; not 
scorning the box-office, but neither worshipping it; eager 
for the public approbation, but not pandering to it; view-
ing the theatre as a manifestation of the creative im-
pulse in life, wherein integrity, honesty and vision bring 
their own ample rewards. 
In the meantime it is a delight to know that the "little" 
theatre is growing up. In numbers and individual prosperity 
it is progressing at a rate which must seem bewildering to < 
the strictly commercial stage. Perfectly equipped playhouses, 
soundly financed, supported by an increasing subscription 
list, are going up in a half hundred different sections of 
the country* For each place in the acting company of such 
a theatre there are a score or more of applicants; in their 
choice of plays the groups often show more ambition than 
is evinced by the Broadway producer. The American theatre 
can indeed be safely entrusted with these young men and 
women.1 
2 
The Theatre held this same opinion in 1928, but in 1930, 
J ohn Anderson, the critic for the New York Journal, reviewed the 
progress of the Little Theatres for the magasine and remarked 
that "whatever is new and vital and promising on the American 
stage—as little as it is—lies completely within the commercial 
theatre." In the non-commercial theatre, Anderson placed suoh 
groups as the Theatre Guild, Eva Le Gallienne's Civic Repertory 
Theatre, the Provincetown Theatre, the Neighborhood Playhouse 
and claimed that the non-commercial or Little Theatres after 
fifteen years of existence "have done nothing except demonstrate 
anew that America's outstanding contribution to the art of the 
theatre is to organise it—to organise it almost to death." Of 
1. Perriton Maxwell, Editorial: "The Little Theatre Grows Up," 
November 1927, p. 38. 
2. Perriton Maxwell, Editorial, June 1928, p. 4c. 
61 
the existing 1,500 Little Theatres, there were only a few of 
distinction and as an institution they "have contributed almost 
nothing creatively to what, in spite of its virtual non-
existence, we are obliged to term a national drama." Anderson 
attacked the Little Theatres because they "have neglected their 
proclaimed function of standard bearing, and have become, more 
or less unconsciously, adherents of the old order and parts of 
the organized theatre. • • •' However, he found some value in the 
Little Theatres: they stimulated an important interest in the 
drama and "they may help in reviving the road for the 
professional theatre by representing the opinion of the road 
public."1 
Although Anderson placed the Theatre Guild within the ranks 
of the non-commercial theatres, the Theatre Guild denied its 
association with these groups. A few days before Christmas, 
1918, a group from the disbanded Washington Square Players 
formed the nucleus of the Theatre Guild. Immediately upon its 
inception, Rollo Peters, one of the directors of the group, 
wanted it known that "at the outset, it must be plainly stated 
and understood that the Theatre Guild has no connection with 
the art and theatre movements or semi-amateur 'Little Theatres* 
which have sprung up—seldom with lasting success in all parts 
of the country." The only difference between the Theatre 
Guild and the regular commercial theatre was that "the Guild 
is trying to produce plays on a higher plane of theatrical 
1. John Anderson, "And What's Become of The Torchbearers?" 
January 1930, pp. 21-22. 
artistry—that each player has his share of work—each one 
shares in the profits."1 How eminently successful the Guild 
was in producing plays on a higher plane of theatrical 
artistry can be seen in the coverage The Theatre gave to the 
organisation. The magasine formally reviewed or critically 
commented upon every production made by the Guild during the 
life of the magasine, and printed a long series of critical 
articles concerning the group. 
Hornblow generally praised the Guild's early productions, 
and he indicated that it reached artistic maturity with its 
production of St. John Ervine's lane Clegg: "• , • the 
Theatre Guild takes a definite and distinguished place in the 
history of the stage in this country. Great praise is due this 
group of conscientious enthusiasts for their superb production 
of a remarkably fine play."3 In 1921, two years after the 
formation of the Guild, Hornblow called the group a financial 
and artistic success. Dudley Digges, one of the directors for 
the Guild and its most outstanding actor, explained that there 
1. Rollo Peters, "The Co-operative Theatre," October 1919, p. 
214. Goodman defended Little Theatres for turning professional 
because "the smaller public has grown big enough to pay its 
way. • •" (Edward Goodman, "The Little Audience and the Big 
Play," October 1920, p. 162, 
2. This is based on the list of Theatre Guild productions as 
given in Lawrence Langner, The Magic Curtain (New York: E, P, 
Dutton fir Co., Inc., 1951) Appendix VIII, pp, 473-476. 
3. Review of lane Clegg. April 1920, p. 269. 
4. Editorial Comment to Dudley Digges, "Theatre Guild Two 
Years Afterwards," April 1921, p. 266. 
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were two main reasons for the Guild's success: first, the 
quality of the plays had been exceptionally high and had had 
the value of depicting contemporary life; second, the quality 
of the acting was outstanding. This financial and artistic 
success had far-reaching effects, especially on the commercial 
manager: 
The unquestionable success of the Theatre Guild and other 
independent producers, also the growth and wide-spread 
influence of the Drama League, has gradually educated the 
commercial manager and convinced him of his error. He knows 
now that all theatregoers are not of the same low mental 
calibre as those so easily satisfied with stereotyped 
melodrama, indecent bedroom farce, garish 'leg' spectacle, 
ormushy, sentimental comedy. The shrewd manager realises 
at last, that there has developed in this country a large 
and ever increasing class 6t theatre patrons who yearn 
for art and spiritual uplift in the theatre—a class which 
demands the very best—and he is wise enough to get under 
cover while the getting is good. Mr, Erlanger might retort 
that now the literary play has proved its ability to 
make money, he readily concedes it a place on the stage. 
But was the commercial manager ever willing to give the 
literary, play an opportunity to prove its drawing power? 
No—its salvation came through the **§H independent 
organisations, not the big producers, 
HOrnblow continued to praise the Guild until he saw its 
production of Peer Gynt in 1923: 
I have never cared much for Peer Gynt. Called by its 
author 'a dramatic poem*, I find it neither dramatic nor 
poetic and when, added to that, I am faced with a pro-
duction that represents the Guild in its latest 
'impressionistic' frame of mind, I confess to boredom. 
It has been on realistic methods at their best and on 
an absence of affectation in performance and decoration 
that the Garrick directors have builded a fine reputation 
1. Digges, oj>. SilSL*» PP* 266,269, Hornblow's reviews of 
the Guild's productions during these first two years supports 
Digges* conclusions, 
2. "Heard on Broadway," July, 1921, p. 6. 
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for that ancient playhouse. I see in their production 
of Qynt a writing on the wall which indicates a marked 
decline in virility, a vault into the esoterics and mush 
of that' type of 'high art' in the theatre which may win 
a truth-blase few, but which must lose the interest and 
respect of the bulk of intelligent and non-professional 
theatre-goers•1 
Hornblow had been impressed with the production of the American 
2 
play, Ambush by Arthur Richman in 1921 , but by 1924, The Theatre 
was troubled by the lack of American plays being produoed by 
Guild: 
It is a curious fact that at a moment when the American play-
wright has never before given such striking evidence of his 
ability to produce plays that for intellectual power and 
originality of treatment, compare favorably with the best 
of the European dramatists, when American plays are being 
translated into foreign tongues and performed in all the 
capitals of Europe, one of America's most important pro-
ducing theatres, supported financially by American dollars, 
should devote its energies to foreign plays, practically 
to the exclusion of the native playwright.3 
The magasine called upon Walter Prichard Eaton to attempt to 
explain the Guild's attitude. The Guild was "the only profess-
ional American Art Theatre", and according to Eaton, "the 
American drama isn't good enough to be presented in an Art 
Theatre, with the standard the Guild has set by plays of Shaw, 
Tolstoi, Masefield, Ervine, Ibsen, Molnar, and so on." The 
1. Review of Peer Gvnt. April 1923, p. 15. 
2. Regarding Ambush Hornblow said: "It is the finest 
American play of its sort and the best of any sort that the 
Guild has discovered in the course of its somewhat sketchy 
researches in the field of American dramatic genius." 
(Review of Ambush. December 1921, p. 426.) 
3. Editorial Comment to Walter Prichard Eaton. "American 
Playwrights Not Welcome Here?" October 1923, p. 9. 
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Guild*s plays were marked by "the merit of theatrical 
effectiveness or playwriting skill, and by the merit of in-
tellectual significance," and where, asked Eaton, were the 
American plays which contained these two meritp? O'Neill 
qualified on these two counts and Eaton had to admit that he 
could not explain why the Guild had not produced any O'Neill. 
Although Eaton justified the Guild's stand on American drama, he 
nevertheless thought that they had never "looked in the right 
quarter for American drama to develop their standard}" 
What the Guild has done, it seems to me, is to look for 
American plays whioh take the same squint on life, or 
find their importance in the same interests, and the European 
plays the Guild has produced. I think this is a mistake. 
I think it will never get the Guild, or American drama, any 
for'arder. The American drama, if it is American drama, 
honest and spontaneous, not desolately imitative, will 
always be ironic or comic or idealistic, and in the face 
of ridicule, let me add, also clean, certainly sufficiently 
so to shed a kindly light amid the encircling gloom. It 
is far from true that we have no native drama. We have a 
very thriving and technically expert native drama, which 
has at least the humble merit of surface veracity and 
great entertainment value. This drama has followed a plain<-
ly marked line of development for at least fifty years. Out 
of it will come any American plays worthy the stags of an 
Art Theatre; and they will not come by any other way. 
Imitating Russian realism or German expressionism won't help. 
It is to this drama that the Guild must look for its 
American plays.1 
The Theatre gave Theresa Helburn, the Executive Director of the 
Theatre Guild, the opportunity to reply to Eaton's criticism. 
She explained: 
The function of the Guild is not merely to do good plays^ 
the sort of plays any good commercial manager might do, 
but to do the thing he doesn't want to do, or at least to 
1. Walter Prichard Eaton, o_n. clt.. p. 54. 
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do it before he is ready to attempt it. There are various 
sorts of experiments in the theatre and this is one of 
them. In this sense, Iohn Ferguson. Mr. Pirn. Heartbreak 
House, and Liliom were all experimental, though viewed to-
day from the rear platform of the theatrical express, they 
have lost their pioneer atmosphere,1 
The Guild's door was always open to new American plays of 
sincerity and quality: 
/But7 a producing organisation devoted to the presentation 
of the best in theatre naturally finds a greater pro-
portion of possibilities in Europe than it does in America, 
Moreover, an organisation which has not yet laboratory 
facilities to even partially substitute for the road try-
out and rewriting that most native plays receive, accepts 
at the outset a certain handicap. The importance of this 
cannot be minimised,2 
Because only four weeks were devoted to rehearsals, the Guild's 
choice was "not only limited to the author who has something of 
distinction to say but has said it in distinguished form."'' 
Hornblow generally praised the acting of the Guild, but 
between 1923 and 1926, he complained that some of their pro-
ductions were badly cast, that some of their actors had de-
plorable stage diction,5 and that the practice of using actors 
with a variety of foreign accents oould spoil the homogeneity 
1. Theresa Helburn, "Our Door is on the Latch," January 1924, 
p. 9. 
2. Ibid., pp. % 56. 
3. Ibid., p, 56. 
4. See reviews of The Luckv One. January 1923, p. 19; also 
Man of Destiny and Androcles and the Lion. February 1926, p. 16; 
also Merchants of Glory. March 1926, p. 16, 66; also Qoaj Song. 
April 1926, p. 16. 
5. See reviews of Tidings Brought to Marv. March 1923, p. 20; 
also Caesar and Cleopatra. June 1925, p. 15; also At Mrs. 
Bjejajss., July 1926, p. 16. 
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of a production. The reason for the decline in the unusually 
high standard of acting set by the Guild was that it had no 
permanent acting company: 
A theatre that, each time it casts a play, is reduced 
to going out into the byways to find its actors, can 
never attain the dignity of a producing house of the 
first importance. A dramatic company, to have 
individuality, homogeneity, style, tradition, discipline, 
a harmonious ensemble, must necessarily be a permanent 
one. Its members must have acted together for a long 
time in a wide and varied repertoire. Why are the 
performances of the Comedie Francaise and the Moscow 
Art Theatre the admiration of the world? Not because 
of the virtuosity of each individual artiste, but 
because of those companies' magnificent ensemble 
playing, the happy result of years of acting together. 
The same admirable ensemble was attained in our own 
Wallack*a and Daly's companies in the days that, alas, are 
no more. 
Miss Helburn replied to this criticism by saying that she hoped 
the Guild could form a stock company, yet "an adequate repertoire 
company achieving the grade of production for which the Guild 
stands, must be large, and even with all the co-operation one 
can expect from actors, extremely expensive."3 Furthermore, 
with a stock company there was a tendency to choose a play to 
fit the talents of the actors and for the Guild "it must be the 
company for the play and never the play for the company. The 
1. See review of Man and the Masses. June 1923, p. 15; see 
also Hornblow*s Editorial in 011a Podrida, "Murdering the 
King's English," July, 1924, p. 7. 
2. Arthur Hornblow, The Editor's Uneasy Chair: "The Theatre 
Guild and Its Actors," February 1925, p. 7, 
3. Theresa Helburn, "The Theatre Guild's New Home," January 
1929, p. 56. Eaton, the historian of the Theatre Guild had 
openly criticised the Guild for underpaying its actors ("The 
Significance of the Theatre Guild," July 1925, p. 12). 
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play itself must remain our ultimate goal." Miss Helburn 
hoped that the Guild's new organisation of Student Players 
would provide a source of actors for the Guild's productions. 
In 1926, however, an Acting Company in an Alternating 
Repertory System was formed with such members as Alfred Lunt, 
Lynn Fontanne, Dudley Digges, Henry Travers and Ernest Cossart. 
Later Claire Eaaes, Margalo Gillmore, Earle Larimore, Edward G. 
2 Robinson, Claude Rains and others were added. The Acting 
Company opened the Theatre Guild's 1926-1927 season with Franz 
Werfel's Tuarcs and Maximilian and Hornblow caused a minor 
sensation when he walked out before the play was over because 
Lunt's acting was the worst he had ever endured," In his re-
view of the play, Hornblow savagely attacked Lunt: 
Mr, Lunt looked well as the Emperor, He makes a fine 
presence and has the kingly air, but his enunciationl 0, 
ye Gods! It was so bad that half his lines were un-
intelligible. Added to this he has certain mannerisms 
of speech that seem of late to have grown on him— 
swallowing his words, making queer cries and gurglings 
1. Helburn, loc. clt. This policy that the play was all im-
portant was strictly adhered to, and after nine years of 
operation, Miss Helburn was able to state honestly that there 
had been no exploitation of any one's particular talents, 
even though each member of the board was a recognised artist 
in his own right, "but that all talents belong without stint 
or question to the Guild itself." (The Inside Story of the 
Theatre Guild," June 1929, p. 76.) 
2. See Langner, op, cit., pp. 211 ff, for a complete dis-
cussion of the Acting Company in the Alternating Repertory 
System. See also "Meet the Guild Family," July 1926, p. 31; 
also Robert F. Sisk, "The Guild Takes the Road," October 1929, 
pp. 27,64 and Sisk, "The Guild Builds for its Future," 
February 1920, p. 43 in which Sisk discusses the achievements 
of the Guild's Guild Studio. 
3. L'Homme Qui Salt, Heard on Broadway, December 1926, p, 34, 
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in his throat—such weird sounds as the stage never before 
heard. • . .Massacred though this play was in the acting, 
the Theatre Guild deserved credit for staging it, . • ,1 
This Alternating Repertory Company, however, provided one of 
the memorable evenings in American theatre when it acted 
O'Neill's Strange Interlude the next season: 
• • .Superbly performed by a cast that seems to have been 
created to interpret this monumental opus of Eugene O'Neill, 
Strange Interlude leaves one in a mood of reverence for 
the theatre; the great days of the drama have surely re-
turned to us. But fine as is the artistry of this play, 
it is the players who have been chosen for its inter-
pretation who make it a living, vivid, actual thing; a 
milestone along the high-way of histrionic achievement. 
The sensitive intelligent, untiring work of Lynn Fontanne, 
the 'Nina' of the piece, places her, in this role, among 
those whose names are at the top of the roster of great 
living players. She is present, and for the most of the 
time, in each of the nine long acts. Her emotional range, 
her subtlety, her vitality and her lovely presence must 
have realised the author's character to his entire 
satisfaction. In their respective roles Tom Powers, Glenn 
Anders, Earle Larimore and Helen Westley are not merely 
actors mumming their way along for a wage and a part of 
the box-office takings, but persons whose lives are being 
bared by O'Neill's close transcript from nature; the sub-
mergence of their individualities to the characters they 
portray is absolute and one thinks of them as men and 
women one knows, friends who have erred and suffered. For 
all of us—players and audience—the theme is the comedy of 
human existence which may be worthwhile in the years that 
have gone and those which are to come, but of chief 
importance only in the eternal Now—that interim between 
two ticks of the clock—a strange interlued when we pause 
for an instant 'to bear witness that we are living,» 
The play leaves one wondering at life,2 
Although individual members of the Alternating Repertory 
Company were later praised in subsequent productions,3 S if range 
1, Review of Tuarez and Maximilian. December 1926, p. 15, 
2, This is the last portion of a long and surprisingly per-' 
ceptive review by Perriton Maxwell, April 1928, p. 40, 
3, See reviews of Hotel Universe. June, 1930, pp, 43-46; and 
Elisabeth the Queen. January 1931, p. 66; also "The Theatre 
Guild opens Impressively," December 1930, p. 30 ff, and 
"Heard on Broadway," December 1930, p. 33. 
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Interlude seems to have been the high mark of the company's 
success as a group. 
In 1930, Howard Barnes summed up the influence and effect 
of the Theatre Guild and the Civic Repertory Theatre, Because 
of their great successes, the Shuberts were making plans for a 
repertoire of plays supported by subscription, the Jolson 
Theatre Company was experimenting with operettas, Walter Hampden 
had formed a repertoire company, Kenneth Macgowan and Joseph 
Verner Reed were forming a company headed by Basil Sydney and 
Mary Ellis, and Gilbert Miller and George M. Cohan were dis-
cussing forming such a group. 
The Theatre was interested not only in the more famous 
Little or Art Theatres such as the Washington Square, the 
Neighborhood Playhouse, and the Theatre Guild, but also in other 
less well known but important theatres. It considered Stuart 
Walker's Portmanteau Theatre important because of the extra-
ordinary adaptability of the traveling theatre's portable 
stage which was equipped with one of the most remarkable light-
ing systems in America, because of its influential pro-
ductions of Dunsany's plays,3 and because of Stuart Walker 
1. Howard Barnes, "Perhaps You'd Like to Subscribe," February 
1930, pp. 18-19, 62. 
2. "The Theatre That Comes to You," July 1916, p. 21 and review 
of "Portmanteau Theatre," September 1915, p. 139. 
3. Walter Prichard Eaton, "The Amateur Spirit in the Theatre," 
May 1917, p. 292, see also other articles mentioned on the one-
act play. 
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himself—his success with repertoire and with the elimination 
of "type" casting. 
Although the Provincetown Players were given much praise 
in articles and editorials dealing generally with the Little 
2 
Theatre movement, Hornblow reviewed few of their productions. 
Perhaps the reason was that the group did not give free tidkets to 
the critics; they had to become paying patrons and then only upon 
3 
invitation. Hornblow had always hoped that the Little 
Theatre movement would help to encourage and develop American 
playwrights and he was mainly interested in the plays the group 
produced not in the acting or scenery. The Theatre was grate-
ful to the Provincetown Players for producing O'Neill4 and 
Hornblow was especially pleased with their production of one of 
the greatest American plays he had ever seen, O'Neill'a The 
HaJLTj_A£e..5 
1. See "The Spirit of Youth Behind the Footlights," February 
1918, p. 761 also Leslie Curtis, "George Gaul—Versatility 
Plus," February 1919, p. 74; also "Stuart Walker Players With 
Beauty and Talent," September 1919, p. 16} and Stuart Walker, 
"Genesis of the Portmanteau," in "The Most Striking Episode in 
my Life," May 1919, p. 292; Kate Milner Rabb, "Stuart Walker 
Delights Indianapolis," November 1921, p. 322. The Theatre 
also gave space to the Portmanteau's foreign equivalent, the 
French Theatre Ambulant Gamier ("An Automobile Theatre," May 
1911, pp. 169, vi, and "Moving Theatre Fails," November 1911, 
p. viii), and to the English Arts League of Service Travelling 
Theatre (Paul Lewinson, "Motor Theatre Brings Good Drama to 
the Farm," Ootober 1924, pp. 12, 52). 
2. See Helen Deutsch and Stella Hanau, The Provincetown (New 
York: Farrar fir Rinehart, Inc.,) pp. 199 tt, for a complete 
list of the Provincetown Players' productions. 
3. See Arthur and Barbara Gelb, O'Neill (New York: Harper 
fir Brothers, 1962), p. 317. 
4. See Harry Kemp, "Out of Provincetown," April 1930, pp. 22-
23, 66; also Claude Bragdon, "They Were Happy Accidents," 
November 1930, p. 20. 
5. Review of The Hairy Ape. May 1922, p. 305. 
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Kenneth Macgowan wrote enthusiastically of the Equity 
Players who were "trying to acclimatise theatrioal art to 
Broadway."1 Hornblow did not share Macgowan*s enthusiasm for 
the group* He had little liking for expresiionistic plays and 
he called its production of John Howard Lawson«s Roger Bloomer 
"a miserably 'arty* effort that gets so far away in its every 
aspect from the theatre and drama that one marvels that actors 
and critics should have had anything to do with its selection 
as a sequel to so deplorable a choice as Malvaloca." Hornblow 
preferred the group's subsequent productions of The Rivals and 
Syoet Noll of 014 Prurr.3 
The Theatre gave limited space in its columns and reviews 
to Butler Davenport's Bramhall Theatre which opened with an 
"offensive" play by its founder;4 to Frank Conroy's Sheridan 
Square Theatre whose aims were characterised by the words economy 
and aspiration;5 to Charles Hopkins' Punch and Judy Theatre whose 
managerial policy was similar to that of Ames* Little Theatre; 
1. Kenneth Macgowan, "When Actors Turn Managers," February 1923, 
p. 25. 
2. Review of Roger Bloomer. April 1923, p. 15. 
3. Review of Sweet Nell, of Old Drurv. July 1923, p. 15; see also 
review of Antigone. August 1923, p. 16. 
4. Marie McNally, "New York's Littlest Theatre," May 1915, p. 
240, also Review of The Last Co-Resoondent. June 1915, p. 282. 
5. Ada Patterson, "The Renaissance of Greenwich Village." 
August 1917, pp. 92-94, 112. 
6. "The Punch and Judy Theatre," October 1914, pp. 164-164. 
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to the Little Silver Theatre Club for the socially elite; to 
the Greenwich Village intellectuals' theatres, the Triangle 
2 3 
Theatre and the Cherry Lane Playhouse; to the very active 
East-West Players who established a tradition of presenting 
4 
English translations of Yiddish plays; to the Actors' and 
Authors' Theatre with its "commonwealth" plan of sharing profits 
which pre-dated the Theatre Guild and whose purpose was "to 
present simply but appropriately new untried plays by such 
actors and actresses as may at the time be wanting in permanent 
engagements; and to Emmanuel Reicher's Modern Stage which was 
7 
mainly interested in international drama* 
The Theatre was interested in Richard Boleslavsky's
 ( 
American Laboratory Theatre because it was "the outgrowth of a 
school of acting and not a school of acting the outgrowth of a 
a 
theatre," because Boleslavsky was a firm believer in the stock 
1. Elisabeth Hiatt Gregory, "The Little Silver Theatre Club," 
February 1917, p. 78. 
2. Alice Rohe, "The Triangle Theatre," August 1923, p. 46; 
also flew York's Most Eclectic Cellar," August 1924, pp. 48, 64. 
3. Anne Archbald, "Play Guide," April 1924, p. 4. 
4. "East-West Players," February 1919, p. 112; also Review of 
East-Vest Players, April 1918, p. 219. 
5. "The Actors' and Authors* Theatre," June 1918, p. 348, 
6. Reviews of the Actors* and Authors* Theatre, July 1918, 
pp. 22-23, 24. 
7. Charles Henry Meltser, "New Art Theatres in New York," 
April 1915, p. 198; also Review of The Weavers. January 1916, 
p. 8. 
8. Richard Savage, "A Theatre That is Different," March 
1926, pp. 22, 66. 
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company, because his theatre in March, 1926 was "the only 
strictly repertory theatre in New York," because of his 
association with the Moscow Art Theatre, and most importantly, 
because of the experimental character of his theatre. 
Edward Goodman, former director of the Washington Square 
Players, and some of the group*s former members formed The 
Stagers in 1925, whose plans for building a stock company and 
2 
initial successes with The Blue Peter and Rosmersholm caused 
Hornblow to recommend the group to theatregoers. He was mainly 
impressed with the half dozen exceptionally intelligent actors 
comprising the company, and he wrote that "if The Stagers had 
accomplished nothing else than to show that acting has not be-
come a lost art in this country, they would have justified their 
4 
enterprise." 
Eva Le Gallienne opened her Civic Repertory Theatre in 
October 1926, and in reviewing the theatre's first productions, 
Saturday Night and The Three Sisters Hornblow said "it is too 
early yet to predict that Eva Le Gallienne*s artistic enterprise 
1, Roi Henri Fricken, "An Experiment in Play Production," 
October 1926, pp. 41, 65, 
2, Review of The Blue Peter. June 1925, p. 15, 
3, Arthur Hornblow, The Editor's Uneasy Chair, "Another Prom-
ishing Art Theatre," July 1925, p. 7, 
4, Review of The Stagers, June 1926, p. 16. 
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at the old Fourteenth Street Theatre will be enduring, but it 
certainly is to be hoped that success will attend the venture," 
He was impressed with the acting of Miss Le Gallienne and others 
of her company. Hornblow*s successor, Perriton Maxwell had 
nothing but praise for her production of The Good Hope which 
opened the Civic's second season" and he defended her intelligent, 
contemporary dress version of Hedda Gabler. Also praised were 
Miss Le Gallienne's productions of The Sea Gull. The Living 
Corpse and Alison's House.5 In the magazine's last issue, 
April, 1931, Stewart Beach, Maxwell's successor, evaluated the 
success of Eva Le Gallienne and her Civic Repertory Theatre: 
Eva Le Gallienne's Camilla is triumphant justification 
of all the pains and labors that she has expended upon 
her repertory theatre, and because it was attained in 
repertory, her triumph is double cause for rejoicing. 
It is incredible that this rickety old tear-jerker, this 
snively melodrama should still be capable of transmutation 
into gorgeous entertainment. Yet that is just what Miss 
Le Gallienne has been able to do with it, , , . 
If Miss Le Gallienne can do this magic with such faded, 
romance, there is no limit to the things that she will be 
able to do some day in a modern theatre with a perfectly 
balanced and competent company. For the time being she is 
performing one of the finest jobs in the history of the 
American theatre against difficulties that would have 
blanched a Hercules,6 
1, Review of the Civic Repertory Theatre, January 1927, p. 18. 
2, Review of The Good Hone. January J.928, p. 70. 
3, Review of Hedda Gabler. June 1928, p, 65, 
4, | Review of The Living Corpse. February 1930, p. 46. 
5, Review of Alison's House. February 1931, p. 25, 
6, Review of Camilla. April 1921., p. 28. 
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A more dispassionate evaluation of Miss Le Gallienne and 
her Civic Repertory Theatre had been written for The Theatre 
by Joseph Wood Krutch who believed that the organisation was 
important because "for the first time in many, many years 
New York has a genuine repertory theatre—in fact as well as in 
i 
name," Krutoh felt that the main weakness of the theatre lay 
in its choice of repertoire, that it was chosen to suit Miss 
Le Gallienne's temperamental preferences. Consequently, 
"tragedy invariably tends toward the pathetic and comedy in-
2 
variably tends toward the sentimental," In her repertoire as 
a whole, "one feels distinctly the lack of a certain robust-
ness, • •" and notably absent "are the boldness and vigor of 
most of the greatest artists," This was not to depreciate the 
great achievement of Miss Le Gallienne, but Krutch pointed out 
that "it is strongly, rather too strongly, colored by the-
personality of its founder and if it is to become, not a, 
repertory theatre, but the repertory theatre, it must succeed 
somehow in broadening its scope,"3 He suggested that the 
1, Joseph Wood Krutch, "The Troupers of Fourteenth Street," 
January 1930, p. 28. 
2, This was admitted by Miss Le Gallienne in an article she 
wrote for The Theatre ". • .when I started the Civic Repertory 
Theatre I already had a repertory mapped out for several 
seasons. I knew definitely what I wanted to do because it was 
something I wanted to play or something that I loved end wanted 
to see played." (Eva Le Gallienne, "Sir James Barrie, Peter 
Pan, and I," January 1929, p. 16. 
3, Joseph Wood Krutch, Ibid.. p. 29, 
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repertoire be broadened to include one or two tragedies in the 
span from Hamlet to Ghosts and to include revivals of the best 
of American plays. By broadening its repertoire and possibly 
enlarging its acting company, the Civic Repertory Theatre oould 
grow from a personal triumph into "an American equivalent of the 
/A i 
Theatre Francaise."x 
Le Gallienne*s extraordinarily successful venture2 pro-
voked discussions of the possibilities of more repertory 
theatres, the most important of which was by Charles Dale who 
claimed that although the local stock companies had died, partly 
because of the influence of the "talkies," the Civic had 
suggested that "an audience still exists for the repertory idea."' 
The Theatre also continued its coverage of the various 
ethnic group's theatre activities because they fitted into the 
magasine's great interest in intimate, Little and Art theatres. 
For example, the Yiddish Theatre in New York's Ghetto was 
considered important because "it stands to-day as the best 
example of the THEATRE INTIME in this country."4 Furthermore, 
1- Ibid., p. 70. 
2. See Stewart Beaoh's editorial "Where Angels Out to Tread," 
October 1930, p. 13 and Philip Wood, "They Remember, They 
Remember," November 1929, p. 23. 
3. Charles Dale, "Any Why Not More Repertory?" February 1931, 
p. 14, also Howard Barnes, op., cit.. pp. 18-19, 62. The Theatre 
also gave space to two contemporary English attempts at 
repertory—The Elephant Repertory Theatre specialising in old-
fashioned melodrama (Paul Shinkman, "Let »Er Go, You Curl" 
January 1920, pp, 43, 68) and the English Repertory Theatre, 
(Phyllis Perlman, "London and the English Repertory Theatre," 
July 1929, p, 16. ) 
4. Gregory Mason, "The Theatre of the Ghetto," February 1915, 
p. 81, 
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the Jewish Art Theatre stood for a principle which The Theatre 
advocated for thirty years—"the absolute eradication of the 
star system," And when the Yiddish Art Theatre opened its 
new home in 1927, The Theatre called it "a monument, in actual 
stone and steel, to the fact that idealism can be successful in 
every way and this, more than any other factor, may influence 
the gradual disintegration of the slum theatres of the East 
Side."2 
The Theatre first took notice of the French language theatre 
in New York in 1914 when the French Drama Society was formed to 
"create a larger interest in the French drama and the French 
language, and to give members an opportunity to appreciate 
French plays of artistic worth in their original form,"3 and the 
magasine was pleased "to see that there are still some few 
players in the world who devote themselves to art for art's 
sake."4 The French Drama Society developed into Le Theatre 
Francais and proved a financial success. But The Theatre was 
concerned that "the stage settings are hardly in keeping with the 
literary tone of the theatre and there are other crudities which 
1. Walter A. Lowenberg, "The Jewish Art Theatre," April 1920, 
p. 260, 
2. Joseph Kaye, "New York's New Yiddish Art Theatre," February 
1927, p. 54; see also "Boris Aronson's Theatre of the 
Imagination," May 1930, p. 56, and Review of The New Yiddish 
Art Theatre, January 1927, p. 56, 
3. "French Drama Society," January 1914, p. 42, 
4. F.C.F., "/rench Drama in New York," February 1914, p, 102, 
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have no place on the French stage of quality." 
The Theatre first took serious interest in the growth of 
the Negro theatre in New York when the New Lincoln Theatre opened 
2 
with a stock company in June, 1916. The magasine considered 
Mrs, Norman Hapgood's presentation on April 5, 1917 at the Garden 
Theatre of a group of plays of Negro life by Ridgeley Torrence 
important in the development of a Negro theatre: 
Negro character has been presented on the American 
stage in a caricatured form, or as an excuse for offer-
ing plantation melodies. The three one-act plays present-
ed at the Garden were a serious effort to depict the deeper 
phrases of negro life and character. The service Lady 
Gregory performed for art and Ireland, by means of the 
Irish Players, Mrs. Hapgood has undertaken for the 
negroes,3 
The success of the Ethiopian Art Theatre and Harlem's own Art 
Theatre, the Lafayette, prompted The Theatre to predict that 
some day Negroes would write plays that would "measure up to the 
standards exacted by the New York stage. • . ."4 
The Theatre had first taken notice of the Chinese Theatre 
in New York in 1903 because of its success with a stock company 
1. Anon., "Le Theatre Francais Ouvre ses Portes," January 1916, 
p. 11; see also Marie McNally, "The French Theatre in New York,1* 
November 1915, pp. 225, 252. The problem of scenery was to be 
corrected by a "committee of five prominent Women, who have 
assured the sumptuousness and accuracy of the stage investiture 
with which the repertoire will be presented, by promising to 
lend their own furniture, draperies, bibelots, and objects d*art 
for the various performances." (Anon., "The French Theatre 
Season," November 1916, p. 288). Also see review of The French 
Theatre, March 1916, p. 164 for praise of the group by Hornblow, 
2. Lynde Denig, "A Unique American Playhouse," June 1916, 
p. 362, 
3, Anon,, "The Negro in American Drama," June 1917, p. 350, 
4, Eric Walrond, "Growth of the Negro Theatre," October 1925, 
p. 20, see also Sidney Skolsky, "Heard on Broadway," October 
1929, p. 29. 
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in repertoire. The magasine showed no further interest until 
1925 when it reported that the Chinese Theatre fortunately had 
not yet discovered "realism, as we know it on the American 
stage. • ." The Theatre also discussed the formation of the 
Irish Theatre of America but no reviews or subsequent information 
about the group appeared. Space was also given to New York's 
Bohemian Theatre as well as to its French equivalent in Paris.3 
The Theatre was interested in the Little Theatre or Art 
Theatre movement not only as it manifested itself in New York 
but in the rest of the United States as well. Whether or not it 
was true, as Pierre Loving claimed, that Chicago was the real 
4 
home of the Little Theatre movement, Chicago did boast four 
important Little or Art Theatres. Maurice Browne's Chicago 
Little Theatre was the most influential because of its artistic 
productions and its policy of experimentation. Browne himself 
1. Thomas Dawson, "Chinese Drama on the Bowery," April 1925, p. 
52; see also Charles L. Appleton, "New York's Exotic Chinese 
Theatre," May 1928, pp. 16, 68 in which the non-realistic nature 
of the Chinese Theatre is stressed. These two articles seem 
preparatory to A, E, Sucker's "How 'Chinese' Is Our Chinese 
Drama?" January 1929, pp. 18, 74, in which he praises the non-
realistic play, Yellow Jacket, and comments that attendance at 
this play is the best way for present-day Americans to get the 
spirit of the Chinese Theatre, 
2. F.J.O., "For an Irish Theatre in America," July 1915, p. 14, 
3. Russell Herts, "Real Bohemia in New York," July 1912, pp, 
30-31, and Howard Greer, "In Real Bohemia," January 1920, pp. 
22-24. 
4. Pierre Loving, "The Theatre and the West," February 1923, 
p. 22, 
5. "On Little Theatres," August 1915, p. 65; Karleton Hackett, 
"The Little Theatre in Chicago,", March 1913, pp. 84-86; Lucy 
France Pierce, "The Grotesques." June 1916, pp, 349-350, 364; and 
John Shand, "Maurice Browne," August-September 1930, pp. 30,66. 
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wrote of the Chicago Hull House Players whom The Theatre 
praised beoause of their successful productions of John 
Galsworthy's Justice and The Pigeon two years before the 
commercial managers would produce them. The Theatre showed an 
interest in Alice Gerstenberg's (author of Overtones) Player's 
Workshop of Chicago because of its experimental nature.2 And 
The Theatre stressed in its article on the Goodman Memorial 
Theatre that the theatre's purpose was "creative and experi-
mental" "devoted to repertory and experimental drama." The 
magazine commented that under the direction of Thomas Wood 
Stevens, the Goodman Memorial Theatre "should rank in importance 
with the Theatre Guild of New York, the Repertory Theatre of 
Boston3 and other leading art theatres of the country."4 
The only other Little Theatre to receive much serious 
consideration was Sam Hume's Arts and Crafts Theatre of Detroit. 
Writing for The Theatre. Clayton Hamilton likened Sam Hume to 
Gordon Craig and claimed that "the scenery, the costumes, and 
the lighting—designed or supervised by Mr. Hume—approach the 
finest standards that have recently been set in Russia and in 
1. Maurice Browne, "The Hull-House Players in Justice." 
September 1911, pp. 89-90; Elsie F. Weil, "The Hull House 
Players," September 1913, pp. xix ff; and Albert D. Phelps, 
"How the Hull House Players Fought Their Way to Success," 
November 1914, pp. 229-232, 239. 
2. Alice Gerstenberg, "The Player's Workshop of Chicago," 
September 1917, p. 142. 
3. See Stewart Beach, "Boston Honors Its Theatre," February 
1926, pp, 24, 54. 
4. "Chicago's New Repertory Theatre," June 1926, p. 37, 
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Germany, and eclipse with ease the ordinary standards that are 
set by the commercial theatre in America," 
Although The Theatre printed its first article on the 
Amateur Theatre in February, 1902, its first department for 
amateurs called "Among the Amateurs" was not established until 
January, 1903, In April, 1903 appeared a call for contributions 
of news and photographs of the various amateur productions* The 
Theatre explained: 
The benefit of this department to all amateurs is obvious* 
Each society will thus have an opportunity of seeing what 
other societies are doing, what plays are being presented, 
how staged, etc., etc., and it may also lead to an inter-
change of plays suitable for presentation. All questions 
regarding plays, costuming, etc., etc., the Editor will be 
happy to answer to the best of his ability*3 
4 
This policy was reaffirmed in 1918 and in 1920 The Theatre 
stated what it wanted Amateur Theatre to accomplish: 
Your Community, Your College, Your Church, What have you 
done to bring to them the broadening influence of the Drama 
and the Play? THE THEATRE MAGAZINE, the recognised authority 
on the Stage and the Drama, in order to foster a new 
national interest in the Drama, has established THE AMATEUR 
THEATRICALS DEPARTMENT to keep our readers in touch with what 
is being done in the colleges, churches and communities, 
toward the permanent establishment of the Play and the Drama— 
1. Clayton Hamilton, "The Arts and Crafts Theatre," June 1917, 
p. 333. 
2. "Cercle Francais de L'Universite Harvard," February 1902, 
pp. 16-17. » 
3. "Amateur Players," April 1903, p. 25. 
4. "Amateur Department," September 1918, p. 162. 
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to bring to them the realisation that something more 
is needed in developing and up-building a city or town, 
than the mere establishment of business and industries. 
This remained the policy of the department until August, 1921 
when The Theatre announced that in order to broaden the 
educational aspects of the department, "a series of constructive 
and informative articles by men and women representative in the 
field of non-professional drama, will be published each 
month. . • ."2 These three policies of news and special 
information guided the magazine's approximately 156 departmental 
columns and 465 special and general articles. 
There were many articles on the theory, criticism and in-
fluence of the amateur theatre, but most of them were of the 
type written by David E. Lilenthal, a member of the Duzer Du 
Dramatic Society of DePauw University. After quoting the 
authority of Hornblow and Frederick Koch that the real future 
of the American theatre lies in the hands of its amateurs 
Lilenthal said: 
The amateurs of the country have accepted the challenge. 
With the zealous idealism and the unlimited energy of 
youth—of youth with a vision, they are demanding the 
custody of the dramatic art of the nation, that they may 
effect its rejuvenation and rehabilitation.3 
A more accurate estimate of amateur theatre was written by 
Barrett H. Clark, Editorial Adviser to Samuel French: 
1, Announcement, December 1921, p. 405. 
2, Important Announcement, August 1921, p. 129, 
3, David E. Lilenthal, "The Amateur Accepts the Challenge," 
June 1920, p. 542. 
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One of the most interesting developments of the last 
fifteen years has been the consistent and generally in-
telligent exploitation and development of the amateur 
market by agents and publishers. • • • 
• • .The amateur show in the old days was, as a matter 
of fact, little more than a pastime that ministered to 
the vanity of a few people. There exists to-day of 
course the same kind of show, and human vanity is what 
it has always been, but the fundamental change I speak 
of lies in our attitude toward plays. 
The high school, college and Little Theatre, by and 
large, is putting on plays for people to see. The 
emphasis is now laid upon the text of the play, rather 
than on the acting, scenery, or lighting. . . . 1 
Clarence Stratton, of the Drama League of America, attested 
to what he considered the tremendous change in amateur 
theatricals: 
Today many of the permanent results of the improvement 
in amateur production are apparent to the confirmed 
theatre-goer. He cannot escape seeing them, for they have 
been adopted by professional producers. He can no longer 
declare that amateur play production has contributed 
nothing to the regular drama. Colleges are not only 
offering courses in playwriting; they are actually train-
ing writers for established theatrical firms. Many 
institutions are drilling performers of ability and 
producers of skill and original vision. Literary drama 
from continental Europe has raised the standard of 
material written in America for amateurs. Experiment in 
the mechanical means of production has wrought wonders 
of artistic beauty and simple ingenuity. Small means 
and high aims have resulted in unanticipated successes. 
However, not all the important articles of a critical nature 
praised the amateur theatre. Walter Sinclair, Director of 
Le Petit Theatre du Vieux Carre, and guest director of the 
experimental theatre, The Hart House of Toronto, voiced a 
warning in 1929: 
1. Barrett H. Clark, "The Changing 'Amateur' Viewpoint," 
November 1927, pp. 47-48. 
2, Clarence Stratton, "Change in the Amateur Attitude," 
May 1920, p. 417. 
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Little Theatres, beware! To what ends are your efforts 
leading you? Was it not one of the ultimate ambitions of 
the pioneers of the Little Theatre Movement to produce 
original and experimental work by tried and untried play-
wrights? 
How many of you can honestly claim to be fulfilling those 
functions? 
If you analyze the plays presented in recent years by the 
more important groups through the country, you will find 
that the vast majority consists of well-tried New York or 
London successes. Is it possible that your courage fails 
you to tackle experimental work?l 
The vast majority of the 465 articles in the "Amateur 
Department" were concerned with activities of the community and 
educational theatres and with suggestions for improving their 
productions. The Theatre first took an active interest in the 
Community Theatre in 1911 when it printed Frank Chouteau Brown's 
article in which he claimed that he had originated the American 
civic pageant.2 Other important contributors were Percy 
MacKaye, one of the leading theorists on civic theatre; Sheldon 
Cheney who wrote on the outdoor community drama; Gilmor Brown 
who told how to organise a community playhouse; Antoinette 
Swan, who discussed the problems of community theatre; and 
Brock Pemberton, Broadway producer, who claimed that the 
community playhouse was the only relief in sight from an over-
commercialized theatre. The activities of hundreds of 
1. Walter Sinclair, "Must the Little Theatre Ape the 
Professional?" November 1929, pp. 51-52. 
2. Frank Chouteau Brown, "Boston Sees the First American 
Civic Pageant," February 1911, p. 43, 
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community theatres between 1919 and 1929 were reported by 
Ethel Armes in a special section called Community Dramatic 
Activities. Special attention was given to the Municipal 
Theatre of Northampton, Mass,; to Jessie Bonstelle's Detroit 
Theatre, "America's First Civic Theatre;" and to Gilmor Brown's 
Pasadena Community Playhouse, considered by The Theatre the most 
important theatre of its type in the United States. 
Hundreds of productions by colleges, universities and high 
schools were reported in The Theatre. In an effort to improve 
production in community and educational theatre, the magazine 
printed a series of articles by Clarence Stratton, author of 
Producing in Little Theatres, and Barrett H. Clark, author of 
How to Produce Amateur Plays, dealing with play selection and 
adaptation, and with all the various phases of production, Ralph 
E. Smalley contributed articles on scenery and costumes and on 
the problems of adapting high school gymnasiums for dramatic 
productions. 
The Theatre gave special attention to George Pierce Baker 
and to Frederick Koch and his Carolina Playmakers. It also 
had a special interest in the efforts to provide suitable 
theatre for children, in the revivals of Greek and Shakespearean 
plays by educational and community theatres, in the construction 
of special outdoor theatres, and in the relationships between 
theatre groups and the church. 
The Theatre started giving encouragement, support, and 
praise to the Art and Little Theatre movement in 1911 and when 
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the magasine ceased publication in 1931 it was still vitally 
interested in this form of theatre. The Little Theatre had 
provided an opportunity for American playwrights and actors to 
express themselves, and it provided the New Stagecraft the 
opportunity to demonstrate to the commercial stage some of its 
potential. 
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CHAPTER III 
SCENERY 
In 1901 when The Theatre was first published, the principal 
conventions of realistic theatre prevailed. The production had 
retreated behind the proscenium arch and the actor performed 
entirely in the setting, not in front of it. The box setting 
was preferred for interior scenes and elaborate three-dimensional 
constructions were preferred for the exteriors. Realistic 
scenery reigned practically unchallenged on the American stage 
until the New Stagecraft began to make its influence felt. The 
Theatre's more than 250 important articles, items, and play 
reviews about scenery reflect the transition from realistic and 
elaborate scenery to that of the New Stagecraft and also 
indicate the importance of the new method of staging in the 
American theatre. 
The first specific mention of scenery in The Theatre 
appeared in the review of Mrs. Fiske's 1901 production of Miranda 
of the Balcony which was praised for being "superbly mounted 
and the scene in the desert one of compelling beauty,"2 The 
first of the many pictures of scenery was of the sensational 
realistic burning - train effect in The Ninety and Nine, a 
popular melodrama,3 and the first article about scenery was 
concerned with the elaborate realistic effects obtained by 
1, See Hewitt, op., cit.. pp. 278-279. 
2, Review of Miranda on the Balcony. November 1901, p, 6, 
3, Plays and Players, November 1902, p, 11, See illustration, 
p, 89. 
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Victor Dangon who covered 6,000 square feet of the walls of 
the roof garden of the Ansonia Hotel with painted roses and who 
subsequently was' hired by a theatre manager to paint scenery,1 
Although The Theatre was pleased with the realistic scenery in 
Notre Dame.2 The Stubborness of Geraldine.3 Thfl Suburban/ and 
Belasco's Sweet Kitty Bellairs. it did not praise all realistic 
or elaborate scenery. Clyde Fitch's The Frisky Mrs. Johnson 
was criticised for paying entirely too much attention to the 
realistic details of a drawing room and consequently achieving 
only "external semblances."6 The Theatre considered the 
elaborate, fantastic scenery of The Wisard of 0s a marvel of the 
scene painter's art, but it was not enough to carry the whole 
show, because "it is only scenery, and after one gasp of 
admiration all is over."7 And it was not the elaborately 
sensational effects of Hell in the production of Stephen 
Phillips' Ulysses which drew The Theatre's commendation, but 
the use of shadow: 
1. Anon., "A Revolution in the Art of Scene Painting," 
October 1903, p. 256. 
2. Review of Notre Dame. April 1902, p. 5. 
3. Review of The Stubborness of Geraldine. January 1903, p. 11. 
4. Review of The Suburban. May 1903, p. 111. 
5. Review of Sweet Kitty Bellairs. January 1904, p. 2. 
6. Review of—The Frisky Mrs. .Johnson. March 1903, p. 55. 
7. Review of The Wisard of Os. March 1903, p. 61. 
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• • .the tableau at the close of the act which shows 
the hero about to emerge from Hades, at the top of a 
steep ascent, only his faoe lighted by a calcium, the 
rest of the horrid place in gloom and a hundred 
shadowy forms and dreadful shapes wailing and im-
ploring him with outstretched hands, is a soene not 
forgotten.1 
However, the best example of what The Theatre liked in the 
way of scenery early in the twentieth century is found in the 
magasine's reaction to the elaborate scenic effects employed in 
the Shakespearean revivals. It devoted two pages of pictures 
to the amazing amount of realistic scenery in Viola Allen's 
production of Twelfth Night and then commented: 
The production is a beautiful one, not too ornate and 
invested with a coloring artistically attuned to the 
poetry of the action. The garden of Olivia's palace is 
a magnificent set, whose value would be enhanced by 
better lighting, . Rich and handsome are the costumes, and 
graceful and tuneful the musical settings of the songs 
and the incidental accompaniment. All the time is the 
eye pleased, and on no occasion is the mental ideal 
rudely jolted.2 
In direct contrast to Miss Allen's production was Ben Greet's 
production of Twelfth Night on a simplified "Elizabethan" 
type of stage. The Theatre castigated Greet for daring to 
present Shakespeare on what it called a "bare" stage: 
Those dramatic enthusiasts who like their Shakespeare 
served in all the simplicity of the Elisabethan method 
have been getting it that way in New York recently, and, 
1, Review of Ulysses. October 1903, p. 239, The Theatre 
complained that the setting of the Forest of Arden for 
Henrietta Crosman's As You Like It vas "glaringly lighted 
and utterly unfit, • • .It is always the same time o'day 
in this monotonous forest at the Republic, where there are 
no shadows as well as no clocks." (April 1902, p. 3), 
2. Review of Twelfth Night. March 1904, pp. 56-57, See 
Illustration p. 92. 
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in the vernacular of the day, 'got it good,' It is a 
fine thing to be able to rise superior to those ad-
ventitious aids which appeal so strongly to the vulgar 
herd. Those who prefer one of Sweet William's merry 
comedies enacted without change of scene, and, with a 
five minute's exception, for three uninterrupted hours 
are only a trifle lower in the artistic scale than those 
who assert that the only way to truly absorb the spirit 
and drink in the essence of his poetry and philosophy 
is to read him in the closet. 
All of which is to say that Ben Greet's method, after 
the curiosity, for about ten minutes, has been gratified, 
is a dreary, monotonous and tedious system of theatrical 
procedure. In their secret souls probably nine-tenths 
of those who witnessed the performance felt as much, and 
longed to a return to the modern and more garish methods 
of the Philistines. 
The Theatre further complained that because there was no scenery, 
it was impossible to determine where each scene was taking 
place. The magasine concluded: "Out! Outl an interesting 
fad, this Ellsabethan simplicity; but a fad, and a destructive 
one, too, to artistic verisimilitude," What The Theatre wanted 
in the way of scenic investiture for Shakespearean productions 
was probably best stated in its praise for Viola Allen's re-
vival of The Winter's Tale: 
The Winter's Tale is a play that we shall constantly see 
revived for the sake of what the managers call "a pro-
duction," and each production will necessarily differ in 
detail. The palaces will be decorated with polished marble 
from different quarries, one throne room will be more 
magnificent than another, the disposition of the entrances 
and exits will not be the same. Lovers of beautiful stage 
settings should rejoice that Shakespeare taxes all the 
resources of the managers, and that the limit as regards 
elaboration of production has not yet been reached,z 
1. Review of Twelfth Night. April 1904, p. 83. 
2. Review of The Winter's Tale. February 1905, p. 29. See 
illustration p. 94. The Theatre was also highly pleased with 
Richard Mansfield's production of Julius Caesar in which all 
the stage pictures were of rare beauty. (Review of Julius 
Caesar. January 1903, p. 4). 
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But the magasine found that the Sothern and Marlowe revival 
of Romeo and Juliet was overloaded with scenery.* The Theatre 
rarely objected to the use of realistic scenery for Shakes-
pearean productions however, and it presented a series of 
articles describing the actual physical historical settings of 
the plays.2 
From 1901 to 1905 The Theatre warmly supported the use of 
realistic scenery, but it recognised that this was not the only 
manner of mounting plays, for in June, 1905, it became the first 
periodical published solely in America to discuss Edward Gordon 
Craig. Gertrude Norman called Craig—"actor, artist, writer, 
musician, stage-director, designer of scenery and costumes, 
1. Review of Romeo and Juliet. December 1904, p. 293. 
2. See M. R. Crosby, "Under the Walls of Macbeth Castle," 
February 1905, pp, 47-48 and a reply to the article by the 
Editors of New Shakesoeareana. "Letters to the Editor," June 
1905, p. iv; also Elise Lathrop, "Where the Merchant Traded in 
Venice," April 1905, pp. 86-87; "In the Footsteps of Hamlet," 
September 1904, pp. 234-236; Richard Savage, "Where the Lovely 
Desdemona Lived and Died," September 1905, pp. 235-236; Elise 
Lathrop, "Where Shakespeare Set His Stage, No. 6. The Merry 
Wives of Windsor." February 1906, pp. 47-48; Elise Lathrop, 
"Where Shakespeare, etc., No, 7. Julius Caesar," May 1906, 
pp. 131-132; Elise Lathrop, "Where Shakespeare etc., No. 8. 
Richard III." August 1906, pp. 216, 218, iv; Elise Lathrop, 
"Where Shakespeare etc., No. 9. Cvmbeline." December 1906, pp. 
334, 337, ix; Elise Lathrop, "Where Shakespeare etc., No. la 
King Lear." May 1907, pp. 120-121, x, xii; Elise Lathrop, 
"Where Shakespeare etc., No. 11 King Iohn." August 1907, pp. 
224-226; Elise Lathrop, "Where Shakespeare etc., Twelfth Night." 
December 1913, p. 193, vii. (These articles written by Elise 
Lathrop were later reprinted as a book). 
3. Norman Myers, "Early Recognition of the 'New Stagecraft* 
in American Publications, 1900-1914" (unpublished Master's 
thesis, Dept. of Speech, University of Illinois, 1959), p. 12, 
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initiator of a new system of stage lighting, composer of 
quaint verses, and in all equally successful and original—" 
a man "who is fast becoming a vital force in theatrical life," 
She seemed to be addressing The Theatre directly when she said: 
If ever there was a time when we needed a re-awakening 
touch, the revelation of a new idea of Beauty, it is now, 
when the 'limit of extravagant stage setting* has been 
announced, when the arts of scene-painting, costuming, 
lighting, etc, have so completely escaped from all laws 
of true beauty (those laws of selection, economy and 
restraint which are essential to any art) and are so hope-
lessly entangled in a distorted vision of false ideals, 
making only the baldest, most obvious and vulgar appeal 
to the eye, ear and lowest senses of the public, • , .But 
a man was needed with imaginative genius, a man of culture 
and of wide optimism, enthusiasm and experience, to break 
the barrier between the old and the new. And with a 
practical man; one possessed of authoritative strength 
and well as the poetic,and esthetic qualities. This man 
is Gordon Craig. . , , 
Miss Norman reviewed Craig's early career as an actor and a 
producer of plays. She tried to explain some of his theories 
and how his new method of lighting worked, but it is apparent 
that she did not fully understand Craig's ideas or what he 
was trying to accomplish. Nevertheless, she concluded that 
Craig would be the initiator and pioneer of vast, and at 
present, undreamed of changes in theatre art. 
A year later, June, 1906, The Theatre published excerpts 
from Craig's The Art of the Theatre and illustrated the article 
with some of his drawings. He wrote that "the theatre should 
not be a place in which to exhibit scenery," and he warned 
that it should not be considered more important than the 
1. Gertrude Norman, "Edward Gordon Craig A New Stage Genius," 
June 1905, p. 147. 
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play. The Theatre was of the same opinion: 
• , .among the many forces working against the best in-
terests of a high artistic standard for the modern 
theatre not.the least harmful is the great and ever in-
creasing cost of stage productions. Never were managers 
so lavish in the expenditure of money for magnificent 
scenery, never was so much attention paid to the mere 
externals. Each manager strives to outdo the other in 
extravagance of scenic display, not infrequently, per-
haps with the hope that the weak spots in the play itself 
may be completely hidden under the amazing splendor of the 
stage settings and costumes, Belasco set the pace with 
his production of Du Barry, and since then the tendency has 
been to spend more rather than less. . . . 
Belasco had his defenders, however. Contemporary scene painters 
interviewed by Mary Gay Humphreys maintained that his settings 
were the ultimate in scenic art,3 
It is interesting to note that after the printing of the 
two Craig articles in June, 1905 and 1906 comments about 
scenery practically disappeared from The Theatre's play reviews 
and did not return until the New Stagecraft took hold on the 
American stage. Most of the few such references during this 
period were concerned with realistic scenery such as that in 
Via Wireless. The Theatre considered the sensational tableaux 
of the "big electric storm scene where the electric message 
for help sent by the survivors of a sinking yacht is received 
on board of a tossing ocean liner," one of the "achievements 
of modern stage management," and it declared that "illusion 
1, Edward Gordon Craig, "Art in the Theatre of the Future," 
June 1906, p. 155. 
2, X. "Costly Dressing on the Stage," December 1906, p. 321. 
3, Mary Gay Humphreys, "Stage Scenery and the Men Who Paint 
It," August 1908, pp. 203-204, v, vi. Among those inter-
viewed were a Mr. Unitt (first name unknown) of the Lyceum 
Theatre, Homer Emens, and Belasco's scene painter, Ernest 
Gros. 
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on the stage has never approached nearer to reality."1 
The two Craig pieces in 1905 and 1906 were followed by 
many articles about realistic scenery. Montrose J. Moses 
described how David Belasco achieved his extraordinary light-
2 
ing effects; Karl K, Kitchen explained the new system of 
creating realistic effects invented by John W. Alexander and 
first used for Charles Frohman»s production of Rostand's 
Cheatecler;3 and Wendell Phillips Dodge told of the great 
amount of preparation and of the problems that had to be solved 
before the realistic sand storm in Liebler's production of The 
Garden of Allah could be staged effectively. The magazine also 
published articles on how Belasco achieved "complete realism" 
in The Governor's Lady by purchasing an entire Child's restaurant 
and using it as his state setting;5 described how actual food was 
prepared for serving on the stage; and discussed the problem of 
1. Review of Via Wireless. December 1908, p. x. 
2. Montrose J. Moses, "The Psychology of the Stage Switchboard," 
August 1909, pp. 64-66, vii. 
3. Karl K. Kitchen, "A Revolution in Stage Scenery," April 
1911, pp. 112, viii. The system was "unpainted gause, stencilled 
into the desired shape and on which colored lights are thrown," 
4. Wendell Phillips Dodge, "Staging a Sandstorn," January 
1912, pp. 15-16, viii. The means by which a naval battle and 
a volcanic eruption were accomplished at the The* ax re du Chatele 
in Paris were described in "A Naval Battle and a Volcanic 
Eruption on the Stage," February 1911, p. 53, 
5. Anon., "Staging a Popular Restaurant," October 1912, pp. 
104, x. 
6. C.I.D., "Preparing the Stage Meal Behind the Scenes," 
September 1913, pp. 96-98. 
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Benjamin Bierwald, chief electrician of the Century Theatre, 
in creating moons for the production of Joseph and His 
Brethren. 
In 1911 appeared the first of another crop of articles 
about the New Stagecraft. Eva Elise Vom Baur explained what 
Max Reinhardt and George Fuchs and the "Dramatic Secessionists" 
were attempting to accomplish: 
They want dramatic art for the sake of dramatic art—not 
for the sake of preaching a moral, saving a soul, exploit-
ing a theory, or explaining a mental process. . . .The 
actors want a pure, an absolute dramatic art, unhampered 
by the 'literary' demands of another age, another time. 
To them the manner of presentation is of infinite more 
value than the matter presented. The Secessionists be-
lieve that the stage derives its power, not through the 
position it takes in regard to the fundamental problems 
of life, but through the artistic form in which it 
presents these problems. In short, it is the controversy 
of art for art's sake brought upon the stage. 
The object of the Secessionists is not to teach and to 
reform (they strenuously oppose all theories that the 
theatre is an educative influence), but to give pleasure 
and joy, to make each member of the audience feel at 
' peace with himself, and not to leave him with a head full 
of new perplexities and problems. They want to make 
their hearers feel in harmony with the world, not torn 
and harassed by another contemplation of the incompre-
hensible complexities of life and favor and fortune. 
Miss Vom Baur showed how Reinhardt put these ideas into 
practice in his productions of Oedipus. Hamlet, and Mid-
summer Night's Dream. 
In February, 1912 The Theatre published a plot synopsis 
and an account of the reception Reinhardt»s The Miracle 
1. Grosvenor A. Parker, "A Maker of Moons," September 1913, 
p. xii. 
2. Eva Elise Vom Baur, "Max Reinhardt and His Famous Players," 
August 1911, pp. 56-57. 
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received in i t s London production. In t h i s same month, The 
Theatre had praised Edward Knoblauch's Kismet: 
/ i t was_7 a remarkable scenic s p e c t a c l e , . . . .an ex tra -
ordinary s tage p ic ture of l i f e in the luxurious , 
sensuous East . • . .Seldom, i f ever , has the theatre 
seen such wonderful s e t t i n g s , such sumptuousness of 
mise-en-scene. such astonishing wealth of d e t a i l , such 
dass l ing tableaux of barbaric splendor and magnificence. 
The atmosphere of the ancient East , with i t s mysticism 
and fa ta l i sm, i t s r ichness and warmth of c o l o r , i t s 
odors of s p i c e s and incense , i t s g l i t t e r i n g mosques, 
beaut i fu l palaces and.opalescent s k i e s — a l l th i s 
admirably reproduced. 
However, The Theatre complained that e laborate scenery alone 
was not enough to s a t i s f y a playgoer, and that Kismet was 
without value as l i t e r a t u r e . In t h i s same i s s u e , February, 
1912, Gertrude Lynch analysed the Winthrop Ames* sponsored 
Reinhardt production of Sumurun and used Kismet as the basis 
of comparison. Against the magnificent representat ions of 
Kismet, she placed the simple scenery of Sumurun which showed 
the ver i tab le Orient, not i t s stage portraya l : 
There i s one moment when, the curtain drawn, you s i t 
breathless with s u r p r i s e . Against a deep-blue , c l o u d l e s s 
sky i s s i lhoue t ted a skyl ine of mosques and minarets , as 
i f a c l ever pair of s c i s s o r s , of g igant i c s i s e , had cut 
the picture from v e l v e t paper and a r t i s t i c a l l y placed i t s 
work. The perspect ive i s gained by the high ecru wal l in 
the foreground, and against t h i s passes a c o l o r f u l pro-
cess ion ,—a long, i n t e r e s t i n g queue of Oriental t y p e s . 
There i s an upper room in the pa lace , i t s only f u r n i s h -
ings a tent-shaped couch, hung with rose s i l k , covered 
with laces and cushions . In the s i n g l e shaf t of l i g h t 
i s d i sc losed the stairway wa l l , up which creeps Tragedy, 
on i t s dread errand, 3 
1. "The Miracle Attracts Al l London to the Olympla," 
February 1912, pp. 44, i x . 
2 . Review of Kismet. February 1912, pp. 40 -41 . 
3 . Gertrude Lynch, "Sumurun." February 1912, pp. 5 4 - 5 5 . 
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Fraulein Leopoldine Konstantin, Reinhardt's leading lady who 
was playing the main role of The Beautiful Slave of Fatal En-
chantment, was the subject of an article by Wendell Phillips 
Dodge the next month, March, 1912. He discussed the manner in 
which Sumurun was "created" (it was not written in the ordinary 
sense), and Fraulein Konstantin recalled the rehearsals and how 
Reinhardt was able to draw forth from the actors the performances 
he desired.1 Strangely enough, it was not until 1921 that The 
Theatre devoted an article to the man who designed the settings 
for Sumurun—Willy Pogany. 
According to Ben All Haggin, Joseph Urban's collaborator on 
many of the Ziegfeld Follies and the only costumier to be con-
sistently mentioned in The Theatre's play reviews, Sumurun was 
responsible for introducing the New Stagecraft ideas of costum-
ing into the United States.3 The only other important article 
on costuming was written by Arthur Moss who credited Bernhard 
Pankok's costumes for Sumurun and Leon Bakst's costumes for the 
Russian Ballet with being responsible for the new prestige 
accorded the costumier. Moss claimed that by 1922, American 
costuming was characterised by simplicity and that "the costume 
1. Wendell Phillips Dodge, "A Slave of Fatal Enchantment," 
March 1912, pp. 81-82, ix. 
2. P. A,, "The Art of Willy Pogany," July 1921, p, 12. 
3. Ben All Haggin, "A Glance Back at Stage Costuming," 
May 1920, p. 393. 
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designer of today is regarded as one of the most important 
factors in stage presentation."1 
Except to indicate the influence of Reinhardt upon 
American scene designers and to discuss his activities at the 
Grosses Schauspielhaus in Berlin in 1920, The Theatre gave him 
little space between 1912 and 1923. When Reinhardt visited the 
United States in 1923 in preparation for his production of The 
Miracle. Paul Bechert reviewed his development as an artist from 
his early efforts in naturalism to his contemporary excursions 
3 
into mysticism. The Miracle opened on January 15, 1924 and 
Hornblow commented that "Max Reinhardt's stupendous production 
of The Miracle /was/ the most beautiful and impressive, the 
most atmospheric and richly colorful stage spectacle this or 
any other generation of American theatre-goers have ever 
witnessed." He explained why he was so impressed with The 
Miracle: 
The tale itself is old, but the way Reinhardt tells it 
is new—so new, so colossal in conception, so bold in 
execution that words fail to convey any adequate idea of 
this awe-inspiring religious drama. One sits speechless 
before the astonishing elaboration of detail, the 
tremendous energy involved, the marvelous handling of 
seven hundred supernumeraries, the supreme technical 
skill, the painstaking, conscientious artistry of the 
master producer whose genius for creating dynamic scenes 
and weird mass effects alone made possible a show of such 
1. Arthur Moss, "Costumes By—", June 1922, p. 372. Often 
the costuming, especially of women, in contemporary plays was 
fully described in The Theatre's Fashion Department. 
2. Karl K. Kitchen, "Berlin's 'Great Playhouse,'" December 
1920, pp. 372, 408. 
3. Paul Bechert, "Reinhardt—Supreme Master of Stagecraft," 
June 1923, pp. 13, 64. 
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magnitude and beauty. 
Hornblow considered Norman'Bel Geddes' creation of the necessary 
atmosphere a "herculean task,"2 and called his conversion of the 
Century Theatre into a medieval Gothic cathedral "the scenic 
achievement of the modern theatre."3 More praise followed in 
an article about Bel Geddes by Greville Vernon who quoted 
Reinhardt's declation that "Europe today does not possess his 
rival in his chosen field," and a part of Reinhardt's letter to 
Bel Geddes in which Reinhardt said that in twenty-five years of 
collaboration he had never "met any one of such rapid conception, 
of such flawless understanding." 
The Theatre had little opportunity to comment on the scenery 
of Bel Geddes because he worked on so few Broadway shows5 but 
Hornblow thought that his settings for The Rivals were 
imaginative, those for The Truth About Blavds "unusually 
1. Review of The Miracle. March 1924, p. 15. 
2. Ibid. 
3. Editorial Comment to Grenville Vernon, "Bel-Geddes—Master 
of the Scenic Art," April 1924, p. 20. See also Heard on 
Broadway, August 1924, p. 39 for interesting comments about 
the financing of the production and Stanley Rauch, "How I 
Produced a 'Miracle'," June 1924, p. 24 for a humorous account 
of the size of The Miracle. Reinhardt's success in Berlin in 
1925 with Elisabeth Bergner as Saint Joan was recounted by 
Bella Cohen, "Plays and Revues on Berlin's Stage," April 
1925, pp. 28, 58. 
4. Grenville Vernon, oj>. cit.. p. 20. 
5. An incomplete list of Bel Geddes* Broadway productions is 
given in his autobiography, Miracle in the Evening (New York: 
Doubleday, 1960), pp. 341 ff. 
6. Review of The Rivals. August 1922, p. 93. 
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handsome," and those for Will Shakespeare "held beauty—but 
it was a beauty somewhat chilled by the austere gray of every 
wall, whether cottage or palace, and the ceilingless heights 
to which every set reared."2 
Reinhardt was the first of the European practitioners of 
the New Stagecraft to be discussed by the magazine. In 1914, 
it discovered Leon Bakst. May Tevis wrote that Bakst, designer 
for Serge de Diaghilew's Imperial Russian Ballet, who "among 
that little group of experimenters and innovators who have 
brought a new spirit into the art of stage-setting—a group 
that includes such men as Gordon Craig and Max Reinhardt—/il7 
perhaps the most daring in his effects and the most vivid in 
his colors. . • ." Bakst's method was marked by the use of 
brilliant and even startling colors,"which are, however, so 
skillfully and harmoniously chosen and arranged as to produce 
'chromatic symphonies.' Another feature of this method is the 
simplification achieved by the suppression of unnecessary de-
tail* • , • 3 The coming of the Imperial Russian Ballet was con-
sidered by The Theatre the outstanding artistic event of the 
1915 season4 and William Herrick called Bakst "an epoch making 
1, Review of The Truth About Blavds. May 1922, p. 307. 
2. Review of Will Shakespeare. March 1923, p. 20. 
3. May Tevis, "The Scenic Art of Leon Bakst," January 1914, 
p, 11, 
4, "The Imperial Russian Ballet to be Seen at the Metropolitan 
Opera House," October 1915, p. 165. 
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artist" who was as much responsible for the fame of the Russian 
Ballet as was Diaghilew.* The Theatre reviewed the Russian 
Ballet's performances and commented that ordinarily the set 
decoration was "a small feature in our theatrical enterprises, 
but the art of Bakst is a power which forces recognition and 
upon which much of the prestige of the Ballet is founded. The 
influence of this artist in the field of design has already 
2 
penetrated every art centre in America. .. • ." 
The New Stagecraft received its strongest support in The 
Theatre from the movement's apostle, critic, disciple and ad-
vocate, Sheldon Cheney, who in 1914 wrote on the failure of the 
American producer and on Gordon Craig's service to theatre art. 
Cheney believed that the present day theatre producer had 
achieved under the conspiracy of commercialism and bad taste 
"a perfect realization of a false ideal" which was photographic 
accuracy and naturalistic detail. By following the false gods 
of naturalism and unmeaning realism, the American producer had 
"driven unity and harmony from the American theatre." He 
summed up the case against the American producer in two pro-
positions: 
• . .first, he has produced nearly every American drama 
in settings that distracted the eye from the all-im-
portant action, destroying unity and harmony of effect; 
and second, that he has introduced into every production 
1, William Hamilton Herrick, "The Russian Ballet," December 
1915, pp. 294-298. 
2. "New York Sees Diaghileff's Ballet Russe," March 1916, 
P. 128, 
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all sorts of inorganic incidents or 'stunts,' des-
troying the continuity of action and marring the author's 
dramatic design,1 
Cheney savagely attacked David Belasco because he was the 
leading American producer from whom the others took inspiration 
and because he was the "arch-apostle of naturalism in stage 
production:" 
In stage setting, instead of selecting what is 
characteristic and casting aside what is unessential, 
he attempts to multiply accidental detail until he 
has an actual representation of nature; Mr. Belasco 
leaves nothing whatever to the imagination of the 
spectator. He aims, by accuracy of imitation, to 
create actual material illusion. 
In the fashioning of the play he aims to hold the 
attention of the audience by bringing together a 
number of entertaining incidents, rather than by 
creating a dramatic story of sustained interest, 
Throughout the whole production, in play and in setting, 
his method is episodic and naturalistic, rather than 
synthetio and suggestive. He starts from the little 
things, and his finest accomplishment is in the little 
things. He is a master of detail,2 
To these principles of the art of Belasco, Cheney contrasted 
the ideals and the theory of the New Stagecraft movement: 
The contrasting new theory of stage production is 
based on the fundamental artistic law that art is a 
thing of vision and interpretation rather than of 
imitation, and that unity of the whole is quite as 
important as perfection of the several individual 
parts. The new artists of the theatre argue that the 
literal transcript of fact is not art, but mere re-
porting, like topographical drawing or historical 
painting. They believe that the dramatic production, 
like every work of art, should be conceived as a whole, 
affording a single, complete impression. They believe 
that unity and harmony are the first qualities to be 
sought, and they are concerned with detail only as it 
contributed to the entire dramatic design. They believe 
1. Sheldon Cheney, "The Failure of the American Producer," 
Part I, July 1914, p. 6. 
2. Ibid., pp, 6-7, 
V 
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that the play should afford a sustained appeal, without in-
terruption through irrelevant touches of naturalism or in-
organic incidents. 
They conceive the setting as a mere frame for the action, 
an -unobtrusive background that will not draw attention to 
itself by the wonder of its invention or by its conspicuous 
fidelity to actual life. Instead of working, as Belasco 
does, with a lavish hand, multiplying unimportant detail, 
they build up with reticent touch, out of the few most 
characteristic and essential elements, a simplified 
suggestion of the place of action. They leave everything 
possible to the imagination of the spectator. Their 
method may be summed up in a very few words: concentration 
by imaginative suggestion. 
With these two theories in mind, Cheney went on to analyze some 
of Belasco's settings. Besides attacking Belasco's overcrowd-
ing and slavish adherence to naturalistic detail in his interior 
settings, Cheney ridiculed Belasco's favorite device of fitting 
up gorgeously a second room off stage which could be seen when 
2 
a door on stage was opened. 
Although Cheney had cast igated Belasco and others of h is 
kind for s a c r i f i c i n g "the imaginative element, the beauty of 
thought, and the t y p i c a l l y dramatic, cumulative, emotional 
i n t e r e s t , for the super f i c ia l appeal of perfect ly imitated 
surface d e t a i l and of unconnected ep i sode ," 3 he f e l t i t only 
f a i r that he out l ine Belasco's real s erv i ce to the American 
s tage . In the f i r s t place, Belasco embodied most s u c c e s s f u l l y 
on the American s tage the i d e a l of the "all-commanding" 
1. I b i d . . p. 7. 
2
» I h i d . . p. 8. 
3. Sheldon Cheney, "The Failure of the American Producer," 
Part II, August 1914, p. 68. 
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director who did not blindly delegate his duties "to a dosen 
individual workers, thus bringing forth an uncoordinated whole." 
Also, "the American stage owes Belasco a debt for the lesson of 
painstaking care which his preparation of a play affords," and 
he has "perfected certain mechanical devices that can be used 
quite as readily for artistic as for naturalistic effects." 
Furthermore, "he discarded the most ridiculously unnatural 
elements of the naturalistic setting," and made "the always un-
satisfying naturalistic setting as satisfying as it ever can 
be."1 
Cheney could not find the salvation of the American stage 
in the efforts of American commercial producers. He believed 
that the growth of the "so-called experimental or art theatres," 
and the development of dramatic departments and dramatic 
activities at American universities were the two movements 
chiefly concerned with the work of redeeming the American stage 
from absolute stagnation. He praised Livingston Piatt of the 
Boston Toy Theatre and Maurice Brown of the Chicago Little 
Theatre because they exhibited those qualities that the 
American commercial producer so sadly lacked: "good taste, 
reticence of touch, and concentration of effort." Cheney also 
felt that the New Stagecraft had infiltrated to some extent 
the work of such professionals as Winthrop Ames, Arthur Hopkins, 
William Faversham, Margaret Anglin, and Joseph Urban. 
1. iPid. 
2. Ibid.. p. 70, 
3. Ibid.. pp. 70, 85. 
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Cheney agreed with those who believed that Gordon Craig 
was the "nearest approach to a true artist of the theatre that 
the world has ever known."1 According to Cheney, Craig's 
service to the theatre lay in his creation of a new art, and 
in "the reaction he has started against realism in stage 
setting."2 After a lucid explanation of what Craig was attempt-
ing to create, Cheney concluded that "imperfect as Craig's work 
is, still in that imperfection is bound up the movement that is 
most vital to the theatre of to-morrow."3 
Craig's influence could be seen in the New Stagecraft 
drawings and models exhibited in 1915 by the Stage Society of 
New York.4 That organisation brought Granville Barker to 
America to produce plays in the style of the new movement and he 
opened in January, 1915, with Shaw's Androcles and the Lion and 
Anatole France's The Man Who Married a Dumb Wife. Critics have 
declared that Jones' setting for The Man Who Married a Dumb 
Wife was a powerful factor in introducing the New Stagecraft 
into the United States, but The Theatre preferred the setting 
for Shaw's Androcles and the Lion: "the setting throughout 
1. Sheldon Cheney, "Gordon Craig's Service to the Theatre," 
September 1914, p. 120. Cheney's praise of Craig was eclipsed 
only by that of Benjamin De Casseres who wrote of Craig's im-
pending visit in 1928 to design the settings for George C. 
Tyler's revival of Macbeth (however, Craig did not come). 
De Casseres rhapsodised over Craig, his theories, his scenery, 
and particularly his settings for Macbeth. (Benjamin De 
Casseres, "Gordon Craig Comes to America," November 1928, pp* 
22-23, 74. 
2 . Cheney, op. c i t . . pp. 121-122. 
3 , I b i d . , p. 130, 
4 , Kenneth Macgowan, "America's F irs t Exhibi t ion of the New 
Stagecraf t ," January 1915, p, 28, 
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is beautifully suggestive of the Roman mood, and the coloring, 
both scenically and sartorially, an artistic joy."1 The 
Theatre also praised Barker as an author,(he was co-author of 
2 3 
Prunella), and as an "advanced producer," 
In May, 1915 The Theatre reviewed Barker's second pro-
duction, Shaw's The Doctor's Dilemma, and was particularly con-
cerned with its staging because it was "the first modern play 
to set forth the Barker method in productions of its kind." 
Hornblow found the settings "unobtrusively appropriate and in 
excellent taste."4 The manner in which Barker attacked the 
preparation of a new production and his views on casting were 
explained in The Theatre by his wife, Lillah McCarthy, the 
original Ann in Man and Superman.5 And the views of Barker, 
Jones, and Reinhardt on scenery were the subject of an article 
by Ruth Gottholdt. The Theatre also gave Barker the opportunity 
to speak for himself, and he explained his method of directing, 
7 
a method which laid stress on the importance of harmony. 
1. Review of Androcles and the Lion. March 1915, p. 111, 
2. Review of Prunella, March 1913, p. 175. 
3. Willis Steell, "Granville Barker May Head the New Theatre 
Here," February 1915, pp. 63, 97, 
4. Review of The Doctor's Dilemma. May 1915, p. 229. 
5. Ada Patterson, "Behind the Scenes with Mrs. Granville 
Barker," May 1915, pp. 252-253. 
6. Ruth Gottholdt, "New Scenic Art of the Theatre," May 
1915, pp. 248-250, 
7. Granville Barker, "Rehearsing a Play," Part I, September 
1919, pp. 142, 204; and Part II, October 1919, p. 236. 
Ill 
Also in 1915 The Theatre indicated that the New Stage-
craft movement was extending beyond scenery, Rozel Gotthold 
lauded the new movement in theatrical posters1 because it showed 
the best influence of the New Stagecraft—simplicity, action, and 
2 
unsurpassed use of the imagination. The most important of the 
theatrical poster artists was Leonetto Capiello who succeeded in 
attracting and holding the attention of the viewer and of con-
veying "from the eye to the mind a message simple, logical and 
convincing," by creating a poster that was dynamic and eloquent.3 
Although The Theatre had shown a limited interest in the 
marionette theatre before 1915, the New Stagecraft movement 
seemed to revive interest in puppets and marionettes. A series 
of articles stressed that the "little wooden actors" rekindled 
an audience's imagination, fancy and illusion. 
1. The Theatre had first shown interest in theatrical posters 
in 1907 when Virginia Frame wrote a factual account of their 
historical backgrounds (Virginia Frame, "The Lure of the Bill-
board," May 1907, pp. 132-134.) 
2. Rozel Gotthold, "The New Theatrical Poster," August 1915, 
pp, 78,9, 93. 
3. Reginald Armsby, "Capiello—A Poster Prince," January 1923, 
p. 17. 
4. See Virginia Frame, "Little Theatres in Foreign Lands," 
July 1908, pp. 175-176; Gardner Teall, "Punch and Judy Shows of 
Paris," September 1908, pp* 240-242; and Chapter I, page 13, 
footnotes 3 and 5. 
5. See Virginia Church, "The Original Toy Theatre," May 1915, 
pp. 255-256, 262; Ada Patterson, "The Puppets are Coming to 
Town," September 1917, p. 138; W. B. Seabrook, "Marionette World 
Premiere," March 1919, p. 162; Lida Rose McCabe, "The Marion-
ette Revival," November 1920, pp, 268-269; Gilbert I. Stodola, 
"The Pupeteer in the Spotlight," May 1923, pp. 24, 60; Charles 
Henry Meltser, "Those Marvellous Marionettes," October 1923, 
pp. 24, 48; and Allen Stanhop, "Mummers in Miniature" (The 
Marionette Theatre in Munich), March 1928, pp. 43, 60. 
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In 1914 and 1915, The Theatre first took serious notice of 
Livingston Piatt who had gained some fame at the Boston Toy 
Theatre. Margaret Anglin, who commissioned Piatt to design 
settings for her revivals of Greek tragedies, was congratulated 
by The Theatre for having brought forward a new stage decorator 
"who proves that artistic, adequate, illuminative stage settings 
can be provided without a wanton waste of money. Furthermore, 
the new system of investiture makes quick changes possible while 
a comprehensive lighting arrangement brings out all the true 
beauties of the stage pictures."1 Piatt's settings for Miss 
Anglin's Twelfth Night were described as "simple, perfect in 
color and accurately appropriate, they were a visual delight 
and an exhibition of true, artistic and educational value."2 
Hornblow wrote that Piatt's setting for the Anglin-Walter 
Damrosch production of Electra "was superb in its majestic pro-
portions, so splendidly attuned to the poignant mood of the 
tragedy,"3 and his setting for their production of Medea "was 
ideal in its imposing dignity and chaste simplicity. . . ."4 
Hornblow also praised the Piatt settings for East is West.5 
1. Review of Taming of the Shrew. May 1914, p. 224. 
2. Review of Twelfth Night. May 1914, p. 225. 
3. Review of Electra. March 1918, p. 152. See illustration 
p. 113. 
4. Review of Medea. April 1918, p. 217. 
5. Review of East is West. February 1919, p. 78. 
("• • .artistic, beautiful, and in charming taste. . . " ) . 
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1 2 * 
Shakuntala. Launcelot and Elaine. The Lady Cristilinda. 
Madame Pierre.4 The First Fifty Years.5 and Abe Lincoln.6 
What Piatt was attempting to do with scenery was explained by 
Edwin Carty Ranck: 
/Piatt's aimj is to see that every space of light and 
shadow which surrounds the action shall heighten and 
amplify the significance of that action. Therefore 
his decorations are something more than mere stage 
settings: thev are a vital and component part of the 
drama itself.7 
Also in 1915, The Theatre gave Joseph Urban the opportunity 
to discuss the New Stagecraft and he explained that its 
designers, "weary of complex combinations of form and color, 
have sought to return to simply lines and a palette of primary 
colors." The formula for the New Stagecraft'was "grace and 
Q 
simplicity." Hornblow did not find much simplicity in Urban»s 
1* Review of Shakuntala, May 1919, p. 276 ("chief credit in the 
production goes to Livingston Piatt, who has designed the cos-
tumes and settings with exquisite taste.") 
2. Review of Launcelot and Elaine. November 1921, p. 340 (". . . 
Livingston Piatt has outdone himself. . . .") 
3. Review of The Ladv Criatilindft. February 1923, p. 15 ("... . 
the best that artist has ever achieved.") 
4. Review of Madame Pierre. Ap^il 1922, p. 236 (",.» .one of 
the best sets in many seasons, J . .") 
5. Review of The First Fifty Years. June 1922, p. 373 ("•». . 
the single setting • • .is admirably supplied by Livingston 
Piatt,") 
6. Review of Abe Lincoln. February 1920, p. 97, (".,, , 
splendidly appropriate settings. . • ,") 
7. Edwin Carty Ranck. "An American Stage Wisard," August 
1915, p, 83. 
8. Willis Steell, "The Art of Joseph Urban," September 1915, 
pp. 124-125. 
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settings for The Garden of Paradise: "the play was crushed 
under the weight of the scenery. The piece, probably for this 
reason, failed to attract large audiences. • . ." Although 
Hornblow praised Urban's settings for Hackett's Macbeth as "a 
succession of beautiful pictures, exquisite in color and their 
effect of space and light,"2 he thought Hackett's The Merry 
Wives of Windsor was ruined by Urban's scenery: 
Joseph Urban is a very remarkable scenic painter, but 
when the expression of his art becomes so dominant that 
a Shakespearean classic is sacrificed to conform to its 
demand it is time to call a halt. When in addition the 
Reinhardt-Sumurun influence brought by Prof. Ordynski 
is emphasised still more it is not surprising that the 
presentation of The Merry Wives of Windsor at the Criterion, 
is a far from satisfying one. • . ./The plavy *•• * «i»ple 
Ellsabethan farce which, for effectiveness, should be acted 
in the spirit of the veritable English tradition. Nothing 
is gained by clothing the characters in costumes better 
suggestive of the Arabian Nights than Warwickshire. • • . 
The whole scenic conception is bisarre, theatrical and in-
appropriate.3 
Urban's scenery seemed particularly well suited to the field of 
musical comedy and revue and Hornblow generally praised his 
scenery for the Ziegfeld Follies: 
Scenes and costumes supremely rich and beautiful simply 
beggar description, • • , 
If the quality of the actual offerings at our theatres 
these days is often flashy and cheap, it must be said 
that our managers have advanced in one respect; they now 
engage the best of talent to set them pictorially forth 
in an engaging way. Joseph Urban is supreme in his 
branch of art. Not only does he revel in the most 
gorgeous coloring, but better still—by a proper know-
1, Review of The Garden of Paradise. January 1915, p. 47, 
2, Review of Macbeth. March 1916, p. 123, 
3, Review of The Merry Wives of Windsor. May 1916, p. 276, 
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ledge of lighting reveals it with marvellous brilliancy 
and effect, • . .1 
Nevertheless, Hornblow indicated that by 1921 he had grown tired 
of the Urban type of setting: 
ef trouble with the productions of this kind 
is that they are bound to bear a family re-
to each other, and when the eye has been sur-
feited by the sheer splendor of Ben All Haggin»s Tableaux 
and the biaarre costumes and audacious atmosphere effects 
of Urban*s decorative color schemes, constant repetition 
of the same thing—no matter how beautiful—begins to 
pall. In other words there is danger of a good idea being 
worked to death. Ten years ago, Ben Ali Haggin's tableaux 
and Urban's exotic scenery were a novelty. Today they are 
not.2 
After 1921, Urban's name rarely appears in any review in The 
Theatre. However, the magazine took notice of Urban's great 
success in designing for the motion pictures. 
Although The Theatre had mentioned Robert Edmond Jones and 
his scenery in play reviews earlier it was not until 1915 that the 
magasine took a serious interest in him. In an article on the 
New Stagecraft, Ruth Gottholdt quoted extensively Jones' views 
concerning the aims and ideals of the New Stagecraft artist: 
The theatre of to-day is alive. . . .It is full of a new 
spirit in which there is ever present the desire for the 
1. Review of Ziegfcld Follies. August 1919, p. 81; see also 
Reviews of Ziegfcld Follies. August 1915, p. 66; Zicgfeld 
Follies. July 1916, pp. 11, 41; Ziegfeld Midnight Frolic. March 
1916, p. 126; Pom-Pom. April 1916, p. 196; Miss Springtime. 
November 1916, p. 283; Zieafeld Midnight Frolic. November 1920, 
p. 334; Sally. March 1921, p; 179; and Zieafeld Nine O'clock 
Frolic. April 1921, p. 264, 
2. Review of Ziegfeld Follies of 1921, September 1921, p. 168. 
3. See "A Past Master of Scenic Interpretation Joseph Urban 
Makes Hla Talent Serve the Screen," February 1922, pp. 94-95, 
and "Urban Brings His Decorative Genius to the Screen," May 
1925, p. 139. 
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fullest, widest expression of the author's thought. The 
modern producer uses every means in his power to convey 
the message as completely as possible to the sensibilities 
of his audience. He seeks for a synthesis of color, sound 
and movement, and the artist helps him by supplying the 
decoration which binds the whole. Perfect rhythmic . 
presentation is the keynote of modern play-producing• 
Jones further explained in an article of his own that his "idea 
of the correct production of a play is to start from the author's 
original idea and make it something truly alive, organic," He 
believed that his own idea of the ideal stage picture was close 
to that of the Russians: 
They believe that when they look at a stage picture they 
would see something that is entirely the handiwork of the 
artist responsible. They believe that an artist should 
personally—with his own hands—be responsible for every 
bit of color on the stage,2 
By 1920, The Theatre considered Jones the leader and most 
important artist of the New Stagecraft.3 One of the earliest 
reviews in which Jones was mentioned by name was of the Devilff 
Garden whose settings "are really illuminative and distinctly 
helped by the responsive character of their line and tone."4 
1. Ruth Gottholdt, "New Scenic Art of the Theatre," May 
1915, pp. 248-250. 
2. Robert Edmond Jones, "The Future Decorative Art of the 
Theatre," May 1917, p. 266. 
3. Of course, Jones was the most prolific of the New Stage-
craft designers, and this is one of the reasons why his name 
appears in so many reviews in The Theatre. See the Chronology 
in The Theatre of Robert Edmond Jones, ed, by Ralph Pendleton 
(Middletown. Connecticut: Wesleyan University Press, 1958, 
pp. 144-183) for a listing of Jones' assignments, 
4. Review of Devil's Garden. February 1916, p. 65. 
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Jones designed Percy MacKaye's Shakespearean pageant, Caliban 
and The Theatre said that "there was exquisite fancy in their 
setting and rare beauty displayed in the color and light 
accessories. Robert Edmond Jones who designed them is an 
artist, and should be seen under circumstances of better 
comprehension."1 The Theatre also praised highly his settings 
for Happy Ending.2 Merry Death.3 The Gentile Wife.4 George 
Washington.5 and Richard III. However, Hornblow savagely 
attaohed Jones' "mask" setting for the now famous Arthur 
Hopkin's production of Macbeth: 
I like my Shakespeare with simple hangings' and I like it 
when invested with all the gorgeousness that the most 
elaborate "props", scenery and costumes can convey. If 
a certain intelligence is at hand, neither barren 
simplicity nor superornateness can rob me of genuine 
pleasure. 
But—and here I must take issue with Arthur Hopkins 
and Robert Edmond Jones--I cannot approve of a presentation 
of Macbeth in which the player's art and the spirit of the 
1. Review of Caliban. July 1916, p. 8. 
2, Review of Happy Ending. October 1916, p. 204 a 
(" 
3. 
(» 
4, 
(" 
5. 
(" 
6. 
(n 
artistic setting. • . .") 
7, By simple hangings, I think Hornblow is referring to the 
type designed by Livingston Piatt, not the simple settings 
of the Elizabethan type of stage popularized by Ben Greet. 
•something truly beautiful in design and execution. . . .") 
Review of Merry Death. November 1916, p. 284 
• .deserving of public attention. . . .") 
Review of The Gentile Wife. February 1919, p. 78 
. .some weird and astounding settings,") 
Review of George Washington. April 1920, p. 273 
. .pictorially and artistically satisfying. . . .") 
Review of Richard III, April 1920, p. 312 
•ingenious, luxurious, illuminative and superlatively 
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piece itself are subdued and subjected to a tergiver-
sation that will fit in which a faddistic combination 
of futurist effects1 and imaginative conceptions so 
eccentrically bizarre as to be quite without the ken 
of human comprehension. 
It is perfectly legitimate to present a masterpiece 
with all the imaginative novelty possible if it does 
not effect the spirit and intent of the work, but when 
the work is deliberately sacrificed and subjected to 
the whimsy requirements of an abnormal and artistically 
perverted setting, then methings 'tis time to protest. 
And it is all to be deplored for much time and money 
have been simply wasted. Macbeth gained nothing from 
Mr. Jones' aberrations. On the contrary, a big, bustling 
melodrama with a superlative psychological basis and a 
wealth of gorgeous poetry has been reduced to a generally 
ineffective Shakespearean recital. And herein, Mr. 
Hopkins must be called to account. . . . 2 
Hornblow was disappointed also with Jones' settings for The 
Mountain Man3 and S. S. Tenacity.4 However, most of The 
Theatre's criticism was highly laudatory,5 and when Jones' 
book, Drawings for the Theatre was published in 1925, The 
Theatre commented that "Robert Edmond Jones offers a retrospect 
of some of the finest and most imaginative work created in the 
1. Hornblow in 1916 had voiced his displeasure with Jones' 
attempts at "Futurist" scenery in Good Gracious Annabelle 
(December 1916, p. 358). 
2. Review of Macbeth. April 1921, p. 298. 
3. Review of The Mountain Man. February 1922, p. 128 (the 
settings "miss the mark in a manner not usual with that 
accomplished artist.") 
4. Review of S. S. Tenacity, March 1922, p. 167 (". . .it is 
difficult to suppose that a French restaurant would be as 
bleak as the one Robert Edmond Jones painted. . . .") 
5. See Reviews of The Hairy Ape. May 1922, p, 305 
(", . .quite wonderful. . . . " ) ; Hamlet. January 1921, p. 
21 ("• , .effective, though at times rather painfully 
cramped. They were splendidly assisted by extraordinarily 
good lighting,"); Paris Bound. March 1928, p. 40 (he "added 
his note of ultra-perfection. . . " ) ; and The Green Pastures. 
May 1930, p. 46 (". . .perfect settings in their 
simplicity. . . . " ) . 
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American theatre. . • .lb-day. • .he ranks as one of the 
foremost scenic artists not only in America but in Europe as 
well."1 
Although The Theatre was primarily interested in the scenery 
of the New Stagecraft,2 it did not neglect the realistic scenery 
that was still popular on the American stage in 1915, Rozel 
Gotthold wrote: 
Naturalness is the keynote of modern stage setting. 
The rooms of the stage are as habitable as are those 
of the best houses, for it is such homes that form the 
basis of up-to-date stage decorations. 
When the producer wishes to arrange for the staging of 
a new play, he goes to the smartest of the interior 
decorators, and obtains from them the sort of furniture 
that their patrons buy,3 
So beautiful were these stage settings that Charlton Andrews 
suggested that when the play had closed the settings should be 
used to decorate real houses,4 Nevertheless, these two articles 
on realistic scenery were the exception and The Theatre con-
tinued in 1916 its strong support of the New Stagecraft, H. K. 
Moderwell described how scenery was made5 and he also explained 
1. "Robert Edmond Jones* Ten Years of Scenic Art," November 1925, 
p. 13, See illustration, p. 122. 
2. See R. G. "Modern Stage Settings," November 1915, p. 316, in 
which the influence of Craig and Reinhardt on the stage designs 
of John Wegner is discussed. 
3. Rosel Gotthold, "Smartness in Stage Settings," February 
1916, p, 82. 
4. Charlton Andrews, "Getting Old Scenery Out of the Trenches," 
August 1917, pp. 76, 112, 
5. H. K. Moderwell, "Stage Scenery in the Making," July 1916, 
pp. 33, 38, 
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the relationship between the New Stagecraft scenery and the 
actor. If the scenery was any good at all, it would make "the 
actor more important, and his effect more vivid*"1 Mildred 
Cram, writing in 1918, claimed that the New Stagecraft scenery 
was doing just the opposite* She explained that the motion 
pictures had helped save the American theatre from the 
strangulation of Belascoism, but now the New Stagecraft was just 
as much a threat as Belascoism had been; 
And suddenly the scenic geniuses grew self-conscious. 
Their simplicity became a cult. Their stage-settings 
were so subtle, so startling, so arresting that they 
defeated their own purpose and became as cumbersome 
and cluttering as Belasco's artificial realities. The 
modern decor has been of such a magnificent and purpose-
ful simplicity that good acting has had no chance at 
all, , , , 
She predicted that "Jones and Urban and Simonson are going to 
be beggars at the stage door, • • .The electrician is the next 
'wizard' in line."2 
Grace Hadley agreed with Miss Cram that "electricity is 
now, not only the chief illuminant and producer of mysterious 
effects, but it aspires to be the modern stage artist."3 She 
expanded this theme by analyzing the remarkable lighting effects 
in Barrie's Dear Brutus in which "the stage artist has wakened 
1. H. K. Moderwell, "Scenery That Helps the Actor," September 
1916, p. 128. 
2. Mildred Cram, "Those Stage Settings," April 1918, p. 228. 
3. Grace T. Hadley, "Electricity—The Modern Stage Artist," 
April 1919, p. 212. The Theatre had described the elaborate 
lighting facilities and capabilities of the Rialto Theatre, 
"At the Rialto," November 1916, p. 328. 
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up to the unlimited possibilities of color and the intensity 
and distribution of lighting effects." The Theatre continued 
its interest in the new lighting by explaining the ingenious 
system of Nicholas de Lipsky: 
He has learned to mix colors so that under lights some of 
them disappear from view entirely, and with them dis-
appear the whole design which they outlined. And as they 
disappear, a design painted in contrasting colors, becomes 
visible. It is this disappearance of a complete picture, 
and the appearance of another picture, painted on the same 
drop in other colors, and brought to view by a change in 
the hue of the light thrown upon the scene, that dis-
tinguishes this artist's method from the old one of scene 
painting.2 
Thomas Wilfred went one step further when he designed the 
Clavilux, an organ that played melodies with color instead of 
music. The Theatre ecstatically commented that "what men like 
Gordon Craig, Robert Edmond Jones and Hermann Rohr have been 
trying to do,—expression of drama as much in terms of pure 
line and color as Zsic7 aided tremendously by an invention that 
places color and its constant, moving use at their utter 
command." However, not all the New Stagecraft lighting effects 
were praised; Rosalind Ivan complained that too many of the 
1. Grace Hadley, "Lighting the Modern Play," July 1919, p. 36. 
Of Dear Brutus. Hornblow said that Homer Emens was an artist 
in every sense: "his fairy wood was exquisite in tone and 
treatment," (Review of Dear Brutus. February 1919, p, 77), 
2. Carol Bird, "A New Magician of the Stage," February 1922, 
p. 80. 
3. Anon,, "Something New Under the Sun," May 1922, p. 316, 
How far lighting on the stage had progressed by 1922 could be 
seen by comparing this article with that of F, Chouteau Brown 
who described the use of candles, oil, and gas in the early 
American playhouse, (F. Chouteau Brown, "Lighting in Te 
Early Playhouses," July 1918, p. 36). 
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"New" productions were so dimly lit that you could not see 
the actors' faces. 
In 1919 also appeared Gertrude Linnell's account of 
Craig's experiences in Florence with Eleanora Duse in producing 
Rosmersholm. but unfortunately the article did not contain the 
critical material that the title, The Greatest Imagist of the 
Theatre, would indicate. At this same time, 1919, Selma 
Lowenberg reviewed the progress American scenery had made from -
painted realism to three-dimensional Belascoism to the New 
Stagecraft exemplified by Jones, Rollo Peters, Hume and others 
who, by working in the Little Theatre were "enabled to give free 
reign to /their/ imagination, untrammeled by tradition, unhinder-
ed by the exigencies of the commercial theatre," She lucidly 
explained that the Mew Stagecraft or "art theatre" method "is 
plastic and decorative and given to simply and imaginative 
suggestion," and she used Jones' settings for The Test as an 
example of the best in this type of scenery. Although Hornblow 
also appreciated Jones' sets for The Jest—he said they were 
"gems of artistic expression"4—he had certain misgivings about 
the general influence of the New Stagecraft: 
1. Rosalind Ivan, "Let There Be Light!" February 1925, p. 20, 
50. 
2. Gertrude Linnell, "The Greatest Imagist of the Theatre," 
April 1919, pp. 218, 220. 
3. Selma H. Lowenberg, "The Advent of the Art Theatre," 
June 1919, p. 336. 
4. Review of The Test. May 1919, p. 324. 
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One criticism that greeted the new scenic art of the 
theatre as taught by Craig, Bakst and other innovators, 
was that the more elaborate the background, the less 
effective the play, because the spectator, pre-occupied 
with unusual stage settings, is likely to pay less 
attention to the action. To a great extent, this 
criticism is just, Hamlet, of course, could never 
suffer from rich scenic investiture. The grandeur of 
Shakespeare's verse could only be enhanced by beauty of 
miae-en-scene. Yet, the classics excepted, there is 
much in the argument. 
Theatre managers are naturally gregarious in their 
instincts. Originality terrorizes them, but once a 
thing becomes a vogue they follow each other blindly, 
like a flock of sheep. A dozen years ago, few 
managers had ever heard a Bakst, Reinhardt, Urban, 
Jones. They were content with the flapping back-drops 
that had served our stage for two hundred years. Came 
Sumurun and the Russian ballet with their medieval 
costumes, artistic designs and wonderful coloring. 
Mr. Ziegfeld was among the first to see the possibilities 
of the new art. He adopted it for his Follies and rival 
managers fell over themselves in imitation. 
To-day, all want this new scenic art and want it so 
badly that now they give the scenery more prominence than 
the play. . . . 1 
Hornblow did not mean that every producer had misapplied the 
aims and methods of the New Stagecraft, because at this same 
time The Theatre was hailing the work of John Murray Anderson: 
Bakst and Reinhardt were the first to raise the scenic 
art of the theatre from the commonplace to regions of 
almost unbelievable pictorial beauty. After the barbaric 
splendor of Sumurun and the Russian ballet, with their 
brilliant stage pictures and wonderful color schemes, 
our discerning public was satisfied with nothing else. 
The old style settings, their conventional sterotyped 
designs, crude coloring, garish lights went into the 
discard for ever. 
In the Follies /Greenwich Villagc7. the new decorative 
art forms a striking background for the revue. John 
Murray Anderson, who devised and staged this production, 
presents a succession of stage pictures exquisite in taste 
and remarkable for their coloring and the beauty and 
1. Review of Mecca. December 1920, p. 369. 
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symmetry of the individual figures and groups.1 
Hornblow considered the use of masks created by W. T. Benda one 
of the notable features of the Greenwich Village Follies of 1920 
and, according to Oliver Sayler, their use was one of the 
reasons for the revival of the mask on the professional stage.2 
About the same time, Lee Simonson was being noticed by The 
Theatre. Hornblow was impressed with Simonson's screen settings 
for Masefield's Japanese drama, The Faithful, calling them 
"unimpeachable in their suggestiveness".3 He had nothing but 
praise for Simonson's settings for Cat Bird. Jane Clegg;. Dance 
g j 8 Q 
of Death, Heartbreak House. From Morn to Midnight. R.U.R.. 
1. Review of Greenwich Village Follies of 1920. November 1920, 
p. 279. See also Reviews of What's In a Name. May 1920, p. 460; 
Greenwich Village Follies. September 1919; p. 152; Greenwich 
Village Follies of 1921. November 1921, p. 314; and Greenwich 
Village Follies of 1922. November 1922, p. 299. 
2. Oliver M. Sayler, "The Dramatic Masks Return," March 1923, 
pp. 22-23, 56. See also Carol Bird, "New Faces for Old Ones," 
February 1921, pp. 92, 138 in which she discussed the theory and 
manner of construction of the Benda masks, and Carol Bird, "A 
Revolutionist in the Theatre," December 1920, p. 374 in which 
Anderson gives his own definition of the New Stagecraft director. 
3. Review of The Faithful. November 1919, p. 348. 
4. Review of Cat Bird. April 1920, p. 269 ("• . .charming 
taste. • . . " ) , 
5. Review of Jane Clegg. April 1920, p. 269 (". . .in perfect 
taste. . . . " ) . 
6. Review of Dance of Death. Midsummer, 1920, p. 30 (". . .an 
artistic adjunct of vitalizing equality. . . . " ) . 
7. Review of Heartbreak House. January 1921, p. 32 (". . .fine 
intelligence* • • . " ) . 
8. Review of From Morn to Midnight. August 1922, p. 94 
(". • .with a single exception entirely satisfying. • . . " ) • 
9. Review of R.U.R., December 1922, p. 375 ("• . .the notable 
feature of the production, • . • " ) • 
~ Hr 
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The Lucky One.1 and Tidings Brought to Mary.2 However, The Theatre 
considered Simonson's "brilliantly realistic setting" for Roar 
China the greatest he had created and commented that "probably 
no other scenic artist of our time can surpass him in making 
the technical details of a production fit a play so accurately 
and harmonise with the ideas of the author and director."3 Few 
of Simonson's settings were adversely criticized, but Hornblow 
noted that his scenery for As You Like It. although so lovely as 
to make Shakespeare sit up in his grave with sheer astonishment, 
was "quite disproportioned to this simple pastoral fantasy."4 
Charles Henry Meltser reviewed the progress American scenery 
had made between 1900 and 1920, As basis for his criticism he 
used the statement of Richard Ordynski, former aid to Reinhardt 
and currently the stage director at the Metropolitan Opera 
House, that the modern stage settings should suit the author's 
mood and atmosphere: "they should not seem accessories, but 
part and parcel of the plays themselves,"5 Meltzer complained 
that too many of the New Stagecraft designers, particularly 
1. Review of The Lucky One. January 1923, p. 19 
(", , .perfect. . • * " ) . see also review of Back to Methuselah. 
May 1922, p. 306. 
2* Review of Tidings Brought to Mary. March 1923, p. 20 
("• • .of unusual significance. • • . " ) • 
3. "Master of Stage Illusion—Mr. Simonson," February 1931, 
p. 42. See also review of Roar China. January 1931, p. 66, 
and Heard on Broadway, December 1930, p. 33 and'"The Guild 
Season Opens Impressively with Two New Plays," December 1930, 
p, 31, 
4. Review of As You Like It. June 1923, p. 15. 
5. Charles Henry Meltser, "The Advance in Scenic Art," May 
1920, p. 361. 
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Urban, were more concerned with the scenery than with the play. 
Meltser claimed that much of the credit for the advance of scenic 
art in America should go not only to the designers but to the 
Little Theatre in which such scenery was employed. With this 
opinion, Florence Gilliam agreed, Gilbert Seldes also was 
concerned with the overemphasis upon scenery and he viewed with 
displeasure the efforts of the Futurist designer, Enrico 
Prampolini, to create "a theatre presenting 'abstract forces in 
play' and in which lights, color, plastic shapes and other 
material elements will take the place of the poor human flesh 
to which dramatists now confide their plays."2 
But the most thoughtful analysis of the New Stagecraft in 
America was made for The Theatre by Kenneth Macgowan, the 
movement's historian and critic, Hornblow and others had often 
complained that the American producer was more concerned with 
the scenery of a production than with the literary and dramatic 
worth of the script. Why this happened was explained lucidly 
and simply by Macgowan: "salvation by scenery sums up too many-
1. Florence Gilliam, "Economy in the Theatre," June 192JL, 
pp. 396, 446. 
2. Gilbert Seldes, "Will the New Scenery Destroy the Actor?" 
March 1926, p. 32. 
3. Hornblow gave general praise to the New Stagecraft when in 
reviewing the progress the American theatre had made between 
1900 and 1925, he wrote: "Thanks, likewise, to Big Money, the 
last decade has also seen a wonderful advance in scenic art, 
Joseph Urban, Norman Bel-Geddes, Livingston Piatt, Robert 
Edmond Jones, Lee Simonson—to mention only a few leaders— 
have brought to the decorative field of the Theatre a rich-
ness of color and originality of design that, in sheer beauty, 
eclipses anything heretorore attempted on the stage," Arthur 
Hornblow, Editorial: "What Our Theatre Has Gained and Lost 
in Twenty-five Years," May, 1925, p. 7, ) 
> 
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hopes of these past years. • . .Once upon a time the theatre 
was to be saved through the social significance of its plays. 
Of late years a lot of us have clung unconsciously to scenery 
as the thing through which we could see the theatre as a living 
and growing art," However, this great concern for scenery was 
beneficial to the American stage: 
Yet in these years we established a few definite values 
and won some knowledge. We did seek a beauty and an 
imagination, a sense of vitality that were not in these 
thesis plays. We did banish ugliness of a sort. And we 
learned—perhaps with a kind of disillusionment—that 
the play and the actor are the only essentially important 
things in the theatre. 
Macgowan maintained that two principles of the New Stage-
craft would endure—simplicity and suggestion. He pointed out 
that the real virtue of the New Stagecraft was that it sought 
out the spiritual significance of the play* However, the New 
Stagecraft also sought out the theatrical significance: 
/lj7brought us back to the theatre as a place of artifice, 
the 'theatre theatrical,' as Meyerhold put it. Venturing 
forward into expressionism and constructivism,., and back-
ward into conventionalisings, it has led playwrights into 
fresh experiments and fecund reconstructions. It may 
even have called some part of the theatre back to a love 
of that fecund naked stage which Aeschylus and Shakespeare 
knew. And it has certainly played its part as stimulus 
and example to the efforts of a single governing factor, 
the director, to bring the perfection of unity and 
purpose into the work of production—a work that we may 
designate by the phrase that includes this scenery of 
which I write—the new stagecraft,2 
1. Kenneth Macgowan, "What Price Scenery?" July 1927, p. 10, 
2. Ibid., p. 56, 
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The Theatre was interested not only in such designers as 
Jones and Urban, but also in the less well known practitioners 
of the New Stagecraft. Percival Reniers discussed the miniature 
stage settings of Dwight Franklin;1 Walter A, Lowenberg reported 
on the attempts by Maxwell Armfield and his wife, Constance 
Smedley to create Synthetic Drama by "combining music, art, and 
literature into a harmonious unit, each expressing the unfolding 
idea with equal effectiveness;"^and Charles Dorr wrote about 
Herman Rosse whose settings were described as "bizarre innovations 
of color and lighting. . . ."3 
Although The Theatre was interested in the New Stagecraft 
mainly as it was practised in the United States, the magasine did 
not neglect its influence in Europe, Carlton Miles described the 
International Exhibition of Theatrical Art in the Steldjik 
Museum in Amsterdam; Florence Gilliam discussed the activities 
of Georges Pitoeff and his wife, Ludmilla in Paris; and Charles 
Recht explained the philosophy of Taeroff who wanted to break 
complete with the conventional forms of staging at his Kamerny 
1, Percival Reniers, "A New Art of the Theatre," March 1920, p. 
176. 
2, Walter A, Lowenberg, "Synthetic Drama—New Art of the Stage," 
March 1921, pp. 181-182. 
3, Charles H, Dorr, "The Stage Designs of Herman Rosse," 
September 1921, pp. 162-163. 
4, Carlton Miles, "Amsterdam Does Something New," September 
1922, pp. 164-182. 
5, Florence. Gilliam, "Pitoeff—A New Force in the Theatre," 
May 1923, p. 22. 
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Theatre in Moscow, The Volksbuhne Theatre of Berlin was 
described by Cheney as the "world's first theatre" whose chief 
merit was "that it speaks consistently, comprehensively, of 
today—of the today that is firmly grounded in history and yet 
always facing tomorrow." Babette Deutsch explained the 
development of Meyerhold's theatre art from his reaction against 
the realism of Stanislavsky through theatricalism to his current 
propaganda theatre in which "he does not want to hold the mirror 
up to nature, but to stimulate the processes of production which 
exploit nature."3 Space was also given to Fortunato Depero, the 
Italian-Futurist, who, in order to express the speed and action 
typical of American life, created scenery that moved and comple-
mented the action of the dancers,4 
As early as 1905 The Theatre had recognised the potential-
ities of the New Stagecraft and supported its scenic reforms. 
The magazine accurately predicted the extent of the influence 
the productions of Sumurun and the Russian Ballet would have 
upon American scenery. It fairly criticised the settings of 
1. Charles Recht, "The Kamerny—Theatre of the Revolution," 
July 1923, pp. 22,23. 
2. Sheldon Cheney, "World's Premiere Theatre," January 1924, 
p. 24. 
3. Babette Deutsch, "Theatre of the Future,11 August 1924, 
p« 56, 
4. Anon.,"Setting in Motion,"March 1920, p. 43, 
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such New Stagecraft artists as Robert Edmond Jones, Joseph 
Urban, Livingston Piatt and Norman Bel Geddes, and the pro-
ductions of such New Stagecraft producers as Granville Barker 
and John Murray Anderson, At no time did The Theatre call for 
the development of American scenery independent of foreign 
influences. This attitude can be contrasted with that of the 
magasine concerning American playwriting. It vanted American 
drama to develop strictly along American lines, independent of 
foreign influences and models. 
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CHAPTER IV 
DRAMA 
When The Theatre was founded in 1901 there was little 
important American drama. The American plays of the time, such 
*• Rio Van Winkle. Sherlock Holmes. D a w Crockett. Ben Hur. and 
The Count of Monte Cristo. were generally shaped to the talents 
of the actor and to the use of scenery for realistic and 
spectacular effects.1 And in many instances, although the plays 
were American, the subject matter was European, During the 
last quarter of the nineteenth century the American playwright 
had started to free himself from foreign influences and models. 
The Theatre encouraged this sign of independence and at all 
times and in any way possible tried to act as a catalyst in the 
development of a distinctly American drama. It supported and 
encouraged the Endowed Theatre and Art and Little Theatre 
movements because it believed they could aid in the American-
ization of the American stage. In over 300 condensations of 
and articles-about individual plays, in over 275 articles and 
items about individual playwrights, in over 250 articles and 
items about the drama and playwrighting, and in over 2000 play 
reviews, there is a consistent emphasis upon the desire for the 
liberation of the American stage from foreign influences. 
The first indication of what type of drama The Theatre 
wanted on the American stage was given in its tribute to 
James A. Heme: 
1. See Alan Downer, Fifty Tsars of American Drama (Chicago: 
Henry Regnery Company, 1951), pp. 1-5. 
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Mr. Heme was one of the pillars of the nascent American 
drama, possessing as he undoubtedly did high intellectual 
qualities combined with great stage-craft. All his plays 
had the quality of literature. Margaret Fleming. 
Griffith Davenport. Shore Acres, and Sag Harbor are 
admirable pictures of American life, and the simplicity, 
freshness and power of his scenes and language unfail-
ingly proved an artistic revelation to his audiences. 
He was among the pioneers in introducing realism on the 
stage, and he ever recognised the great power of the 
theatre as a moral force. He was popular with the common 
people, because he understood all the pathos and comedy 
in their humble lives, and his fine mentality commanded 
the respect of all.1 
Here is seen the beginning of Hornblow's campaign for the 
Americanization of the American stage which he thought could 
partially be accomplished by encouraging American authors to 
write good clean plays on American subjects. 
The Theatre's attitude was further expounded in its review 
of Charles Klein's The Hon. John Griasbv; 
It is not only one of the best plays of the present season, 
but it is distinctly American, To an extent that at 
least characterises the comedy as native, it treats of 
conditions and characters which belong exclusively to 
this country. John Grigsby was a native of Sangamon 
County, Illinois, in the forties. • • • 
In the person of Grigsby we have a type of the men 
who helped to build upon its foundations of truth and 
justice the superstructure of the United States, The 
lesson of the play may not be sufficiently appreciated 
-by those who seek the theatre for amusement merely, 
although the play is entertaining and dramatic. John 
Grigsby. belonged to the period of Abraham Lincoln, and 
it does not detract from the play in any degree, as has 
been suggested, that the leading character is patterned 
after the Martyr President. The action is melodramatic 
1. Plays and Players, July 1901, p. 6. 
2. See also Plays and Players, August 1901, pp. 8-9, for 
The Theatre's praise of Franklin Fyles and his two plays 
of American life, Kit Carson and The Girl I Left Behind 
J-
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at times, but the simplicity and loveliness of this 
noble type of American manhood lifts itself above _ 
the trivial artificialities of the playwright. . . . 
The Theatre gave excellent reasons why the Englishman Haddon 
Chambers' attempt to Americanise the European play, A Modern 
Magdalene, failed. Hornblow wrote that it was important for 
anyone writing a play about America to know the conditions 
in this country, and to be "earnest in one's appreciation of 
this land." All that Chambers had done was to transfer the 
setting and incidents from Europe to America; the characters 
acted as Europeans and not as Americans. Hornblow concluded 
that a valuable play had been ruined because of "Mr. Chambers' 
infinite ignorance of American life and character." 
In an effort to encourage American dramaturgy, The Theatre 
held a competition for an "American Made Play," open to all 
3 
Americans, between March 1, 1903 and August 1, 1903* The 
winner, The Triumph of Love, by Martha Conheim, was described 
by The Theatre as "a strong comedy-drama of modern American 
life, intensely human and national in its interest, concise and 
1. Review of The Hon. John Grigsby. March 1902, p. 3, See also 
Plays and Players, April 1902, p. 5 in which Edward Kidder's 
Sky Farm is praised as a "good play of American rural life, 
presenting real and strongly-drawn New England types, with 
situations of genuine humor, sparkling with witty lines, and 
with just enough serious interest to oompel one's attention 
to the end;" and Plays and Players, April 1902, p. 6 in which 
Richard Harding Davis and Augustus Thomas' Soldiers of 
Fortune is recommended because if "sparkles with insouciant 
Americanism." 
2. Review of A Modern Magdalene. May 1902, p. 4. 
3, Cover Announcement, March 1903. 
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dramatic in action, epigrammatic and brilliant in dialogue, with 
true literary quality, and fine characterization."1 It was 
produced at a special matinee at the Criterion Theatre on 
February 8, 1904 and was, of course, highly praised by The 
Theatre which also patted its own back for having sponsored the 
competition. 
Hornblow was especially proud of George Ade because of his 
tremendous success as an American playwright writing American 
3 
plays, and Ade himself revealed what one could expect to find 
in American drama: 
'If I have any single ambition in reference to the 
stage,' said Mr. Ade, 'it is to depict every-day 
American life in such a manner as to amuse the public 
and not offend good taste. If incidentally, I can 
touch upon some of the weaknesses and foibles of the 
present moment without slandering my own countrymen, 
or holding our home people up to ridicule, the plays 
will have a value which hever can attach to an 
entertainment that is merely farcical.' 
'I do not wish,' he continued, 'to be serious or 
didactic. It seems to me that any writer who can 
amuse the American public without resorting to the 
use of questionable topics or physical buffoonery 
has done something of which he need not be ashamed, 
even if he sheds no great light on any national 
problem. • • , 4 
1, "The Theatre's Play Competition," December 1903, p. 316, 
2, Anon., "New York Sees the Prise Play," March 1904, p. 65* 
3, Editorial Comment to L. France Pierce, "George Ade 
Talks of his Stage Ideals," November 1904, p, 287, 
4, L, France Pierce, op_, cit. * p. 287. 
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Hornblow hoped that since Ade had proven that he could write 
successful light comedies, he would now turn to more serious 
work. 
Although Hornblow tried at all times to encourage the 
development of American drama, he could praise few plays 
written between 1901 and 1906 for being distinctly American, 
Among those he did praise were Belasco's The Girl of the Golden 
West which "grips you from the start and keeps you glued in 
o 
your seat from the rise to fall of the curtain," and Milton 
3 
Royle's The Squaw Man, "an honest American play." Hornblow 
was able to count the 1906-1907 season a success because al-
though it "was not a particularly brilliant one, • . .it was 
interesting, owing to the excellent showing made by the 
American dramatist." However, he recognized that "none of the 
plays which became popular can be called among the first rank. 
They pleased the public taste of the moment, but that any one 
of them is destined to live in the literature of the drama is 
doubtful,"4 Among the successful American plays on American 
themes of the 1906-1907 season were The Man of the Hour. Salomy 
Jane. Brewster's Millions. The Three of Us. The Chorus Lady. 
1. Arthur Hornblow, "American Dramatists Honor George Ade 
at Delmonico's," December 1902, p. 322, 
2. Review of The Girl of the Golden West. December 1905, 
p. 291. 
3. Review of The Souaw Man. December 1905, p. 293. 
4. Arthur Hornblow, "Past Season a Triumph for the American 
Playwright," July 1907, p. 172. 
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The New York Idea. The Road to Yesterday and The Great Divide. 
From 1907 to 1916 The Theatre chronicled the steady increase 
in the number of capable American playwrights who were employ-
ing American themes. Hornblow was impressed with the ability of 
Augustus Thomas: 
Mr, Augustus Thomas holds a unique position among our _i. 
dramatists. In respect to Americanism, he stands fore-
most. From every point of view he impresses with his 
capaciousness of mind, breadth of opinion, solidity of 
conviction, independence of thought and humor in ex-
pression. His plays are all of the soil. 
Mr, Thomas always exhibits in his work qualities that 
place him far in advance of the ordinary playwright. 
He has individuality, virility, spiritual insight, 
independence of thought, humor, sincerity, a charming 
facility of apt and incisive expression, and an artisic 
infallibility in the writing of scenes. • . . 
He praised the craftsmanship of Eugene Walter: 
In his production /Paid in Full7 Mr, Walter stamped him-
self as one of the rising young dramatists of America, 
It might further and truthfully be said that in his 
graphic, vivid and interesting study of a certain 
phase of contemporaneous metropolitan life Mr, Walter 
arrived and with both feet, too, • • . 
. • .The construction is well nigh perfect. The ex-
position is outlined with simplicity that at once 
commands interest, the story is advanced with logical 
directness and an ingenious regard for dramatic detail 
that insures both strength and surprise, while the 
1, Hornblow liked The Great Divide much better when it was 
revived in 1917 than he did the original production which 
he called "banal," Of the 1917 revival he said: "its 
revival after a decade at the Lyceum demonstrates that it 
is still a play big in idea, workmanlike in construction, 
and able in literary expression. 
It is immensely superior to any of the pieces of its 
period and measures well up to the present advanced demands 
of perfected stagecraft." (Review of The Great Divide. 
March 1917, P* 152). 
2, Review of The Witching Hour. January 1908, p, 2, Of 
Thomas' Rio Grande Hornblow wrote: "Rio Grande is a straight 
out and out melodrama on an American theme constructed with 
notable skill, developed by characters redolent and instinct 
of the soil and expressed in terse pregnant dialogue, A 
play of picturesque movement and gripping power is Rio Grande.1 
(Review of Rio Grande. May 1916, p, 274). 
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conclusion, however distasteful it may be to those 
who insist always on a happy ending, is consistently 
logical and not without its insistent note of pathos 
and hope. The characters the author has drawn are 
living types of the every-day. . • .It is a veritable 
human document and in its reflection of contempor-
aneous life deserves to take a lasting place in the 
altogether too limited library of permanent value.1 
He was pleased with Clyde Fitch's treatment of the theme in The 
City: 
The workmanship of this play is so fine that it would 
seem that he had reached the perfection of his artistic 
growth. The philosophical meaning of The City is less 
definite than its effective passages of tragedy. The 
scenes are abhorrent and appalling, but this laying 
bare of a vicious soul in such a.,way that its absolute 
truth is felt is an achievement. 
And Hornblow was proud of the originality of A, E. Thomas: 
It has remained for some recent writers to take an 
initiative of their own in farces and to introduce a 
reasonable degree of naturalness in an artificial 
form, which has heretofore been foreign to our art 
and in which little worth the while has been accomplished. 
Those of our great dramatists who have attempted farce 
have either sought foreign sources for their material 
or followed foreign models. Complications of a salacious 
nature were inevitable, Mr. A. E, Thomas* Her Husband's 
Wife, entirely free from objectionable elements, is some-
thing of an achievement. . . . 
The play is a hopeful indication of the ability of a 
new author and is a relief from the banalities and 
meretricious lures of farces taken from the French or 
German and localised. It has the distinction of purity 
and of being wholly American,1 
1, Review of Paid in Full. April 1908, p. 88, 
2, Review of The City. February 1910, p. 34, 
3, Review of Her Husband's Wife. June 1910, p. 176. See 
also the review of Edward Peple's The Spitfire. June 1910, 
p, 175 for similar criticism. In 1901 Edgar Saltus had 
written that the secret of proper playwriting was not 
known "to American playwrights, that instead of creating 
original themes, they only stole from other playwrights," 
(Edgar Saltus, "Our American Dramatists An Apology," 
November 1901, p. 14), 
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Hornblow took special pleasure in the emergence of distinctly 
American playwrights. Edgar Selwyn's The Country Boy was a 
distinctly American play: 
Many American dramatists have achieved success with plays 
characterised by episode, the episode bearing a closer and 
more continuous relation to the development of the story 
than is to be found in any plays before the period sharp-
ly defined in its inception by the production of Shore 
Acres. The method used is distinctly American, and thus 
it is that The Country Boy, by Edgar Selwyn, is in every 
way a genuine product,1 
George M. Cohan had matured into a capable American playwright: 
For a long time there was a disposition to regard 
George M. Cohan as a peculiar ephemeral product of 
Forty-second Street and Broadway* That time has 
passed. Mr, Cohan is now to be reckoned with as a 
dramatist of originality and technique and as a 
light comedian of effervescent youth and individual 
charm, • • • But Mr, Cohan is a true observer of men 
and conditions, and applies the little comic and 
pathetic touches of life in a way which makes his 
completed fabric something distinctly vital and real, 
Elmer L. Reisenstein (Elmer Rice) was adept at creating unusual 
situations: 
One element of novelty connected with this production 
is that the author, Elmer L, Reisenstein, is just out 
of his 'teens, and that it is his first venture, A 
clerk in a law office, he has evolved a series of 
dramatic situations that for novelty, and general 
intensity have not been equalled for many a moon. In 
these days, when there is no half-way between failure 
and success, On Trial is a knockout, and the description 
is not offered for advertising purposes, but as a just 
tribute to a melodrama that is surely destined to make 
fortunes for all concerned. 
1. Review of The Country Boy. October 1910, p. 100. 
2. Review of Broadway Jones. November 1912, p, 134. 
3. Review of On Trial. October 1914, p. 155, 
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Although Hornblow was able to praise individual American 
authors, by 1916 he was becoming disgusted with them as a 
group: 
To-day the average dramatist is necessarily a hack. 
He does not write to satisfy his own conscience. He 
writes to please his manager, often on lines actually 
laid down for him. 
He writes at giddy speed for time must be filled at 
this or that theatre and Jones, he made 'em sell out 
last season, is logically the man to turn the trick 
again. So Jones gets a big advance, with peremptory 
orders to 'speed her up.» 
That's how the American play is written to-day. That's 
how the rapid-fire novelist turns out his 'best sellers.' 
We are living in an extravagant age. The good things 
of life appeal to authors as well as to other humans. 
The age when the poet sent out his message from a lonely 
garret is gone by. Your up-to-date playwright is a 
person of social importance. He has half a dozen motor 
cars, a steam yacht, and a Japanese butler. This costs 
money and to make money he must do what the manager wants 
him to do. Sometimes he hits it off, but oftener he 
doesn't. 
Which explains why so many new plays go the doleful way 
of the storehouse.1 
Hornblow wrote a scathing attack on the season of 1916-1917, 
concluding: "I leave to posterity to decide whether 1916-1917 
has done anything toward the elevation of the stage. At least 
we can truly say of it that it contributed its share toward the 
depression of the audience."2 Channing Pollock said much the 
same thing when he described the state of American drama in 
1917: 
1. Arthur Hornblow, Editorial: "Prosperity Versus Art," 
October 1916, p. 191. See also Charlotte Wells, Play Reader 
for the Messrs. Shubert, "The Great American Play," October 
1916, p. 200. 
2. Mr. Hornblow Goes to the Play, July 1917, p. 22. 
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Working almost with unanimity, they /the managers/ 
have succeeded in keeping out of the playhouse 
practically everything beyond the capacity of 
adolescence. They have offered a menu of pap and 
'pep', sugar and sentimentality, ready masticated 
and predigested, without substance and without 
nutriment, • . • 1 
It was such a poor season that the Pulitser Prize for an 
original American play was withheld for the year 1916, although 
seventy new American plays were produced. Louis De Foe blamed 
the playwrights, critics, managers and audience for this 
2 
miserable state of the drama, and Louis Sherwin pointed out 
that many bad plays were the result of the practice of dramatiz-
ing novels: 
Now the most vulgar, stupid, maddening thing in 
these dramatizations is the liberties they take with 
the characters, characters we know by heart, characters 
which whether we love them or dislike them are works 
of art, creations of genius. • , , 
This distorting of characters is due primarily to the 
most odious American vice, sentimentalism, that cheap 
and nasty counterfeit of sentiment which damms all 
our efforts,3 
The most perceptive discussion of the state into which the 
American drama had fallen was written by Clayton Hamilton who 
claimed that "there is at present an unprecedented opportunity 
for developing a serious drama in America, but there is little 
indication that this opportunity is generally recognized,n 
1. Channing Pollock, "The Advantages of Illiteracy," April 
1917, p. 199; see also George Jean Nathan, "The American 
Dramatist—Why He Isn't," March 1917, pp. 135-136. 
2. Louis De Foe, "The Drama's False Friends," August 1917, 
p. 63. 
3. Louis Sherwin, "The Plague of Dramatized Novels," 
September 1917, p. 120, 
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Because of Frohman's policy of importing serious dramas from 
Europe, a policy followed by some other American producers, "we 
came to look toward Europe as the necessary source of the sort 
of drama that would contribute the element of dignity to an 
American theatre season." However, this policy had two ad-
vantages: the American public became familiar with the master-
pieces of Europe and American playwrights had an opportunity to 
study and analyze the European drama. Yet Hamilton recognized 
that this policy "tended to discourage our own authors from 
writing plays." 
But now in 1917, the war had changed the situation by 
silencing practically all the great dramatists of Europe and 
thus, "if we are to satisfy the demand of the American public 
for a certain number of serious dramas every year, we must now 
rely at last upon our own resources and write the plays our-
selves," Hamilton complained that the American theatre seemed 
unwilling to accept this responsibility and he called upon 
theatregoers "to demand a better native drama, before the present 
opportunity subsides, and—after a final readjustment of the 
warring world—the present obligation drifts away, denied and 
unfulfilled."1 
Hamilton's cry for good drama was taken up by Charles 
*y \ A 
Henry Meltser, Charlton Andrews, Charlotte Wells, Bertha 
1. Clayton Hamilton, "A Demand for Serious Drama," October 
1917, p. 191. 
2. Charles Henry Meltser, "Wanted—A Theatre Manager," 
January 1918, pp. 7, 51. 
3. Charlton Andrews, "The Drama as a 'Special Extra'" March 
1918, p. 144. 
4. Charlotte Wells, "The People, The Theatre and the War," 
September 1918, pp. 136-138, 
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Kalich, and Hornblow who called upon the managers to produce 
worthwhile plays with good casts.2 Hornblow explained that he 
wanted the theatre "to appeal to my deeper emotions, my better 
self, something in the nature of a spiritual uplift, something 
that will take me out of my everyday, humdrum existence, fire 
my imagination, stimulate my mental faculties and make me 
ponder. Certainly none of the pieces of our up-to-the-minute 
dramatists succeed in doing that." He characterized the contempor-
ary drama as "the merest piffle, flimsy dramatic carpentry, with 
shallow, artificial situations, suggestive dialogue, unredeemed 
by a single original or virile thought," written by men of small 
minds who were interested only in making money. These men with 
small minds, instead of encouraging the despondent and giving 
cheer to those who had almost lost hope, were with their "inept, 
frivolous, salacious pieces," leading "the way to degradation 
and despair."3 
Not until Eugene O'Neill appeared was Hornblow able to give 
much praise to serious American drama. After viewing O'Neill's 
Rope, produced by the Washington Square Players, Hornblow wrote 
that O'Neill was a playwright to be reckoned with: 
1. Bertha Kalich, "Do Audiences Want Serious Plays,!1 
October 1918, p. 210, 
2. Arthur Hornblow, Editorial: "Theatrical Camouflage," 
February 1918, p. 71 and Arthur Hornblow, Editorial: "When 
St. Peter Meets the Managers," May 1918, p. 272. 
3. Arthur Hornblow, Editorial: "Let the Playwright Do His 
Bit," March 1918, p. 133. 
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His copy reads as well as it acts and that is saying 
much. There is real literary worth to Mr, O'Neill's 
output. Vigorous and virile, at times truly brutal, 
it is instinct with a fine observation of life and 
character while the language rings finely true to 
both personality and situation,1 
Hornblow was not impressed with O'Neill's Beyond the Horizon. 
but The Theatre printed a laudatory article about O'Neill by 
Alta May Coleman.3 Walter Prichard Eaton pointed out that when 
O'Neill won the Pulitzer Prize for his Beyond the Horizon he had 
practically no competition. Eaton explained why so few good 
American plays were being written: 
We need, surely, more experimental theatres, in all 
parts of the country. But, above all, we need again 
the old time American belief in the worth of the 
individual, the old, divine discontent with conformity, 
the old popular encouragement to every man and every 
artist to go ahead and be himself, to tell the truth 
as he sees it, to follow his own identity. 
You cannot have fine artists of any sort so long 
as you put, either by law or by your own temper of 
acceptance, your narrowness of sympathy, the slight-
est restrictions upon their utterance,4 
Although "for imaginative originality and force of ex-
pression" Hornblow placed O'Neill high up on the roll of 
American playwrights, his "supreme devotion" to O'Neill's talent 
c 
would not permit him to describe O'Neill's Gold as a good play. 
1, Review of Rope. June 1918, p. 358. 
2, Review of Beyond the Horiaon. March 1920, p. 185. 
3, Alta May Coleman, "Personality Portraits, No, 3. Eugene 
O'Neill," April 1920, pp. 264, 302. 
4, Walter Prichard Eaton, "Why America Lacks Big Playwrights," 
December 1920, p. 406, 
5, Review of Gold. August 1921, p. 97. 
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He found Anna Christie a distinct improvement over Gold: 
Though the plays of Eugene O'Neill may not become 
popular successes they are invariably interesting from 
the standpoint of originality, picturesque vigor and 
technique. In him, there wrestle violently the funda-
mentals of a distinctly American playwright, one who 
has the stern ethics of a New Englander; who has glow-
ing inexperience and a youthful courage,—sometimes 
blundering. It is the youthfulness of Mr. O'Neill which 
is doubtless responsible for his infatuation for the 
tragic, for Anna Christie is again a tragedy though a 
happy ending has been contrived. As in the other plays 
also, psychology overshadows story and sheer talk 
supplants movement,1 
On November 7, 1921, four days after Anna Christie had opened 
at the Vanderbilt Theatre, The Straw was produced at the Greenwich 
Village theatre. Hornblow thought that the play was ruined by 
its acting and directing.2 
How far the American drama had progressed with O'Neill and 
how great had been Hornblow's growth as a drama critic were seen 
in his criticism of The Hairy Ape: 
In The Hairy Ape. Eugene O'Neill reaches the topmost 
peak of towering accomplishment. If it were my gift, 
for this achievement I'd again award him the Pulitzer 
Prise for the best play of the year, a study profound 
and moving in its picture of the futility of brute 
power in its sole opposition to the conventions of 
society and the overwhelming authority of capitalistic 
control. A play which provokes discussion and evokes 
partisans, pro and con, must have merit. There will be 
those who will decry The Hairy Ape. They are the re-
actionaries who insist that reference to class prejudice 
should be ignored, and that there is no such thing as 
inequality. There are those who will object that its 
language is too violent. It is unusual, but it is apt, 
picturesque and poetic in its brutal directness. There 
will be those who will insist it doesn't run true to 
technical form—that it is discursive, polemical, and 
episodic. It may be answered that it serves to present 
1. Review of Anna Christie. January 1922, p. 29. 
2. Review of The Straw. January 1922, p. 31, 
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a central character with a faithfulness to life, a 
responsiveness to moving influences and a vividness 
of contrast, as brilliantly engaging as it is vitally 
poetic in its delineation of a certain phase of life. 
It is life, therefore, it is truth, and truth is -
beauty. The Hairy Ape is apocalyptic in its message. 
Ordinarily Hornblow would have had very little praise for any 
play which dealt with obstetrics, but he defended O'Neill's The 
First Man: 
One cannot reasonably blame Mr. O'Neill for habitually 
delving into the painful and repulsive in his stage 
stories. He may, with perfect justice, assert that at 
least three-fourths of every-day life as it is lived in 
civilized America must be more or less photographed in 
shadows. To be truthful, he feels, he must be largely 
unpleasant. 
Sheldon Cheney echoed Hornblow's opinion of the greatness 
of O'Neill: 
Who are the American playwrights? Well, chiefly they 
are Eugene O'Neill, O'Neill is the one figure of 
international importance now producing regularly for 
the larger theatre that caters to the larger public. 
Perhaps there are 'one-play' dramatists who have 
touched his level once; but there is no one to 
approach the solid achievement of Anna Christie. 
Emperor Tones. Bevond the Horizon and The Hairy Ape, 
let alone Dif'rent and the one-acts. Literary dis-
tinction, sincerity, the power to discriminate between 
real life dramatised and cardboard theatrical life 
re-arranged, these all are his. He has also imagination 
of a certain realistic sort. One does not expect 
fantasy from him: it probably isn't in his make-up. 
But there were distinct lyric beauties in bits of 
Beyond the Horison. Emperor Jones and, curiously enough, 
in The Hairy Ape. • . . 3 
1. Review of The Hairv Ape. May 1922, p. 305. 
2. Review of The First Man. May 1922, p. 308. 
3. Sheldon Cheney, "Who Are the American Playwrights—And 
Why?" December 1922, p. 360. 
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In addit ion to Cheney, such writers as Hornblow,1 Grenvil le 
Vernon,2 Bas i l Dean,3 Hilma Enander,4 S t . John Ervine , 5 Frank 
C f 
H. Freed, and Benjamin De Casseres tried to explain O'Neill's 
effectiveness as a playwright. 
1. See Hornblow's reviews of The Rime of the Ancient Mariner 
("the haunting beauty of Coleridge's mighty poem is destroyed 
by dramatisation") June 1924, p. 19; All God's Chillun Got 
Wings ("Mr, O'Neill has handled a tremendous theme in a very 
lame and anaemic manner. Possibly he felt himself hopelessly 
handicapped by the difficulty and delicacy of the subject,") 
July 1924, p. 14; Desire Under the Elms (hindered by the 
scenery of R. E. Jones), January 1925, p. 22; S. S. Glencairn 
(the Provincetown Players rendered a service by producing the 
four short plays) January 1925, p. 22; and The Fountain ("falls 
lamentably short of good drama") February 1926, p, 15. 
2. Grenville Vernon, "Our Native Dramatist Comes Into His 
Own," May 1925, pp. 20, 80. 
3. Basil Dean, "London Producer Lauds Our Theatre," October 
1925, p. 9. 
4. Hilma Enander, "Eugene O'Neill—His Place in the Sun," 
January 1926, pp. 7, 56. 
5. St. John Ervine, "Our Playwrights as Europe Sees Them," 
February 1926, p. 12, in which Ervine Claims that O'Neill had 
no influence in Europe or America, and St. John Ervine, "Is 
O'Neill's Power in Decline?" May 1926, p. 12 in which Ervine 
comments that Welded. All God's Chillun Got Wings and Desire 
Under the Elms demonstrated that there was a decline in O'Neill's 
dramatic powers. 
6. Frank H. Freed, "Eugene O'Neill in the Ascendant," 
October 1926, pp. 30, 64, which is a reply to St. John Ervine. 
7. Benjamin De Casseres, "Eugene O'Neill: From Cardiff to 
Xanadu," August 1927, p. 10 in which O'Neill is acclaimed a 
genius because "he has spun all of his plays out of his own 
bowels, lifting them up into the light of eternal cosmic and 
human laws;" and "The Triumphant Genius of Eugene O'Neill," 
February 1928, pp. 12, 62. 
8. See Carol Bird, "Eugene O'Neill—The Inner Man," June 
1924, p. 60, in which O'Neill is quoted extensively. 
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In 1925, Hornblow summed up the progress the American 
drama had made during the twenty-five years The Theatre had 
encouraged its development: 
The Commercial theatre has also given us better plays. 
The old stock-company system, depending for its 
repertoire almost wholly upon English classics and trans-
lations from the French and German, did not afford our 
dramatists that opportunity which alone could foster and 
develop a native drama* It was not until Charles Frohman, 
first of the commercial managers, paid Bronson Howard and 
Clyde Fitch hundreds of thousands of dollars in royalties 
that our million potential playwrights awoke to a 
realization of the fact that a large fortune awaits the 
man or woman lucky enough to write a successful play, and 
a real impetus was given the American drama. Today our 
dramatists command the respect of the entire playgoing 
world. Their plays are performed in London; they are 
translated for the boards of Paris and Berlin. Each year 
they reveal a more vigorous talent, a fresher point of 
view. They may still lack the finesse and literary 
polish of the European dramatist, but in ingenuity of 
invention, power of observation and technical skill they 
rank second to none.1 
By 1925 Hornblow could feel satisfied that in O'Neill 
America had a playwright who ranked with the foremost of the 
world. However, O'Neill was representative of only a small 
segment of the drama being presented on the Broadway stage. 
Hornblow's desire to have a "clean" stage and drama was not 
fulfilled and the situation was worse in 1925 than it had been 
when he became editor of The Theatre in 1901. Although Hornblow 
wrote little about the moral decay of the theatre between 1901 
and 1918, the magazine printed a great number of articles about 
1. Editorial: "What Our Theatre Has Gained and Lost in 
Twenty-Five Years," May 1925, p. 7. 
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it. In 1918 Hornblow started a series of editorials on the 
necessity of cleaning up the American theatre. He described 
the typical 1918 production as mawkish twaddle, leering 
vulgarity, slapstick repartee, ridiculous childish 'scenic 
effects'—empty-headed, tasteless, vapid piffle, all deliberately 
concocted and prepared in the obviously well-founded belief that 
it will get the money. And characteristically, Hornblow placed 
most of the blame on the producer: 
The future of the American drama is hopeless until the 
producers with courage, appreciation and taste begin to 
give the truly intelligent public what it needs. For 
the truly intelligent public is here. Only it doesn't go 
much to the theatre. It has been there once (or twice) 
1. Typical of the many articles on the subject are the following: 
Lionel Strachey, "Immoral Drama," August 1903, pp, 206-207; Clara 
Morris, "Has the Drama Degenerated?" December 1903, pp, 313-316; 
Clara Morris, "The Drama as an Educator," August 1904, p. 206; 
Rev. Walter Bentley, "The Coming Relation of Church and Stage," 
February 1905, pp. 48-49; X.X. "American Stage in Danger, Says 
William Winter," October 1907, pp. 268-270; Otis Skinner, "Otis 
Skinner in the Pulpit," April 1908, p. xvi; Francis Oppen-
heimer, "New York City's Censorship of Plays," May 1908, pp. 
134, 136; Hettie Gray Baker, "The Religious Spirit in Some 
Recent Plays," August 1910, pp. 50-51; Anon,, "The Drama League 
of America," April 1911, p. 137; George C. Jenks, "Bad Taste 
for Art's Sake," July 1911, pp. 33-34; Louis Bronson West, 
"Dangerous Plays," November 1911, pp. 168-174, vi; Lyman Edwyn 
Davis, "The Duty of the Stage," November 1912, pp. 145-146; 
Chester T, Calder, "What's Wrong With the American Stage," 
March 1913, pp. 74-60, xi; Redfern Mason, "The Theatrical 
Jury," August 1913, pp. 49-51; Anon., "Police Stop Two Plays," 
October 1913, p. 116; William de Wagstaffe, "Why Does the 
Sensuous Appeal Prevail on the Stage," November 1915, pp. 243-
244; Alan Dale, "Profanity on the Stage," May 1916, pp. 279-
281; Rev, John Burke, C.S.P., "The Stage and Public Morals," 
February 1917, pp. 71-72; Charlton Andrews, "Elevating the 
Audience," February 1917, pp. 102, 120; George Broadhurst, 
"Is the Stage Immoral? A Reply to Father Burke," March 1917, 
pp, 140, 188; Charles Burnham, "Stage Degeneracy an Old Cry," 
July 1917, p. 34. 
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too often. 
Hornblow explained why the contemporary stage was under attack 
from so many different quarters: 
Among the many denunciatory diatribes which, of late, 
ministers, educators and others have directed against 
the degeneracy and ever-increasing licences of the stage,2 
one fact stands out very clearly—that is, the death of 
really worth-while plays. There is a vast, ceaseless 
output of crude, indecent, indifferently-acted pieces— 
lingerie farces and suggestive undraped musical comedies — 
which discredit the managers who sponsor them as much as 
they degrade the people who patronize them. It is this 
theatrical offal, offensive to the nostrils, that nowadays 
literally swamps our stage and makes theatregoing, not the 
delightful, enjoyable, intellectual recreation it used to 
be and should be, but—well, just the other thing. 
And again whom did Hornblow blame for this stage of affairs? 
Our stage is as it is today because the men who control 
it—with only few exceptions /Winthrop Ames, Arthur 
Hopkins, and John Golden/—are persons without culture or 
taste, men incapable of even comprehending idealism and 
the higher aspirations of humanity, with no love for 
the theatre as an art, mere commercial traders who happen 
to dispense nasty plays instead of-vegetables, and having 
one fixed objective in life—to make money,3 
1. Editorial: "What the Public Needs," September 1918, p. 128. 
2. See also William A. Holden, "Is the Stage Corrupting New 
York," March 1918, pp. 134-135; Rev. Percy Stickney Grant, 
"Let Us Respect the Theatre," June 1918, pp. 342-344; Harold 
Seton, "Church and Stage," October 1918, p. 206; and Jane 
Cowl, "Sex on the Stage," April 1919, p. 210. 
3. Editorial: "Is the Stage Too Vulgar," May 1919, p. 266; 
see also Rev. John Smith and Wilton Lackaye, "Is the Stage 
of Today Worth While?" July 1919, pp. 32-43; Alta May 
Coleman, "'The Theatre Needs Reform,' Says Dunsany," December 
1919, pp. 388,418; Rev. John Roach Stratton, "The Trouble 
With the Modern Theatre," February 1920, pp. 74-76; and 
Avery Hopwood, "Is the Undraped Drama Unmoral," January 
1921, p. 6. 
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Hornblow could find no valid objection to the proposed 1921 
Federal bill to censor the legitimate theatre because "un-
scrupulous managers, greedy for profit, have disgraced the 
stage with prurient exhibitions, appealing only to the most 
vicious instincts, stopping at no vulgarity, no obscenity to 
gather in the nimble dollar."1 Hornblow placed part of the 
blame for the moral decay on the effects of the Great War: 
Today the theatre still suffers from the war orgy. 
Eager to get away from the horror of the holocaust, 
the crowds rushed to every form of distraction—even 
the most degraded. They clamored at theatre doors. 
Everything went, at high prices—stupidity, license, 
jazz, madness. The theatre prospered exceedingly on 
this devil's hell broth. Lured by the click of dollars, 
new managers rushed into the game—men of coarse 
instincts, illiterate, unscrupulous, greedy for gain, 
concerned with, and seeing only, the immediate profit. 
Real estate speculators built theatres one another 
another, recklessly, in cut-throat competition. Styling 
themselves managers, controlling unlimited capital, they 
erected wonderful temples of marble and gold, caskets 
worthy of the most precious gems and they filled them 
with imitation stones of lurid colors. The new playhouses 
were the most beautiful men ever had seen. Everything 
money could buy was put into their constructions. Only 
one thing was lacking—a soul!3 
1, Editorial: October 1921, p. 210; see also "Frenzied Play 
Production," December 1921, p. 362; William McAdoo, Chief 
Magistrate, "Shall There Be Censorship of the Theatre," May 
1922, p. 204; "Shall We Have a Censorship of the Theatre in 
America? Yes, Canon Wm, Sheafe Chase, Rector, Christ Church, 
Brooklyn, No, Channing Pollock, Vice-president Authors' League 
of America," July 1922, pp. 10-11; James S. Metcalfe, "Is a 
Theatre Censorship Inevitable," November 1923, p. 9; and John 
S. Sumner, Secretary of the New York Society for the Suppression 
of Vice, "The Sewer on the Stage," December 1923, pp. 9, 78; and 
Melchior Lengyel, "Vices and Virtues of the American Theatre," 
December 1923, pp. 20, 48. 
2, Hornblowed hated jazz; see "Jazz Receives a Solar Plexus," 
November 1926, p. 7; see also George Gershwin, "Our New 
National Anthem," May 1925, p. 30. 
3, Editorial: "The Red Lamp in the Theatre," March 1922, p. 
142. 
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Hornblow was confident that a change would come and that the 
managers would float on the crest of "a wave of ideals of 
spirituality." 
Hornblow was concerned also with the increasing crime rate. 
He maintained that it could be corrected by good clean theatre: 
What, then, should be the rational recreation of the 
whole American people, the national stablizer? Certainly 
not the movies, with their silly, infantile scenarios, 
their well-known propensity for scenes of lust and crime. 
Such entertainment as that must eventually degrade, not 
uplift, the nation. The proper recreation of the 
American peoples is the spoken drama, not the theatre as 
we know it today, with its muck and filth, its bedroom 
farces, its salacious leg shows, but the theatre at its 
best, the theatre which, in addition to presenting the 
classic plays worthily, will encourage and foster the 
native drama and develop a fine breed of actors, the 
theatre which gave to America the intellectual art of 
Edwin Booth, the delicious drollery of Joseph Jefferson, 
the tempestuous splendor of Edwin Forrest, the pathos 
and majesty of Charlotte Cushman, the loveliness of Mary 
Anderson, and many other distinguished American players 
who, alas, in these decadent days of movies and jazz, , 
are barely known to the present generation even by name, 
Hornblow's solution to this problem was simple, the establishment 
of the stock or repertory theatres all over the country. 
Although Hornblow generally blamed the commercial manager 
for the miserable state of the theatre, he did not allow the 
professional drama critic to escape his wrath: 
One of the chief causes for the continued decline of 
the stage and the non-maintenance of a high standard 
is, of course, the absence of serious dramatic 
criticism, and the advent of the flapper-critic, a 
young, immature species of the breed, badly bitten 
with the cacoethes scribendi. who, when discussing 
plays or acting, would rather be credited with say-
ing a smart thing than a true one. The men with 
1. Editorial: "How We May Check the Crime Wave," June 
1922, p. 350. 
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real knowledge of the stage and the art of acting 
who, a generation ago, delighted theatregoers with 
their scholarly, thoughtful critiques, have almost 
all disappeared. Only a few survivors are left of 
that brilliant galaxy of stage reviewers who, headed 
by the late William Winter, gave to criticism a 
dignity, an authority it now sadly lacks. . . ,1 
He placed some of the blame also upon the lack of time given the 
actor for the preparation of his role,2 upon the manner in 
which a play was cast, and upon the methods by which plays 
were advertised. He was pleased to learn of the appointment 
of the respected American playwright, Augustus Thomas, as 
Executive Chairman and Arbiter of the Producing Managers 
Association and he took the opportunity while congratulating 
Thomas to tell him what should be done to improve the American 
theatre: "fewer plays, cleaner plays, more carefully produced 
plays, tickets at reasonable prices based on what is given for 
the money, the abolition of excessive taxation by ticket 
speculators. . . ."5 
Hornblow let up editorially on the immorality and indecency 
of the American stage in 1924 although the question continued 
1. Editorial: "Must We Have a Theatrical Dictator?" July 1922, 
p. 6; also Hornblow, The Editor's Uneasy Chair: "Critics and 
Criticasters," January 1925, p. 7. 
2. Editorial: "Enter a New Season," September 1922, p. 134, 
3. 011a Podridas "The Way to the Stage," November 1922, p. 286. 
4. 011a Podrida: "Mendacious Theatrical Advertising," 
December 1922, p. 359. 
5. Editorial; "An Open Letter to Augustus Thomas," 
October 1922, p. 210. 
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to be discussed in articles in his magazine,1 Even in his 
reviews of the new plays, Hornblow condemned few plays for 
being dirty or salacious. In a year that found such outstanding 
hits as Beggar on Horseback. Expressing Willie. Hell-Bent for 
Heaven. Outward Bound. Saint Joan, The Goose Hangs High. The 
Miracle. The Show-Off. All God's Chillun Got Wings. My Son. 
The Guardsman and What Price Glory? Hornblow attacked only two 
plays in his reviews, commenting that in The Locked Door, "the 
innuendos are of the kind that appeal to men and women who nudge 
each other in the theatre and laugh uproariously at shady quips." 
Of The Werewolf he said: 
The cynical theatregoer, hardened as he may be to 
the ordinary indecencies of a Broadway sex play, gasped 
at the audacity of this piece. Salacious talk usually 
heard only in men's smoking dens was here made the 
general topic of drawing-room conversation. . . .It was 
pitiable to see players of reputation wasting their 
time on such lascivious rubbish.3 
Although Hornblow had praised the progress the American 
drama had made between 1901 and 1925, he did not relax his 
1. See George Middleton, "What's Your Opinion of This Play— 
The Unknown Ladv." January 1924, pp. 24-28, 48; Charles Henry 
Meltzer, "The Wanton on the Stage," February 1924, pp. 10, 52; 
Richard Bennett, "What's Wrong with the Theatre?" May 1924, 
pp, 12, 48; Walter Hampden, "Wanted—A Leader in Our Theatre," 
July 1924, pp. 9, 54; and Ted Shawn, "Is Nudity Salacious?" 
November 1924, pp. 12, 54. This does not mean that Hornblow 
thought that the American theatre did not need improvement, 
but he now concentrated on minor reforms, such as cold theatres 
(011a Podrida, February 1924, p. 7) stupid curtain speeches by 
actors (011a Podrida, March 1924, p. 7) and uncomfortable 
theatres (011a Podrida, August 1924, p. 7). 
2. Review of The Locked Door. August 1924, p. 16. 
3. Review of The Werewolf. October 1924, p. 64. 
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efforts to clean it up. He once again warned that if immorality 
on the American stage did not lessen censorship would be the 
only alternative, because the American stage was covered with 
dirt: 
Conservatism, good taste, the ordinary decencies of life 
thrown to the four winds. Sex-nothing but sex. .Even 
the gangrenous horrors of perversion not barred. 
Bedrooms and obscene dialogue features of almost every 
play.3 The apotheosis of the cesspool and lavatory.4 
His review of Lulu Belle is typical of the manner in which he 
attacked plays he considered indecent: 
If the long-threatened theatre censorship is ever forced 
upon his town—and that catastrophe may be closer at hand 
than most people suspect—we shall know whom to thank for 
it. The Glass Slipper. The Shanghai Gesture. Lulu Belle— 
an unholy trinity of theatrical filth] Our stage can go 
no further in self-degradation. All the ordures of brutal 
concupiscence, and noisome scrapings of the sexual garbage 
can, the shameless, abandoned jargon of the brothel, 
1. Editorial: "Better the Blue Pencil Than the Padlock," 
June 1925, p. 7; see also Arthur Hornblow, The Editor's Uneasy 
Chair: "England Points the Way," October 1925, p. 7. 
2. Editorial: "They Say It with Flowers," December 1926, p. 
7. The editorial if about The Captive, a play dealing with 
lesbianism. However, Hornblow did think that it was an unusually 
fine play in spite of its theme (review of The Captive. 
December 1926, p. 16). See also Ada Patterson, "Miss Menken 
Defends The Captive." February 1927, pp. 22, 60 in which Helen 
Menken claims that the play was not salacious, that it had the 
"cleanness, the sweeping power of the Greek plays.** The play 
was an allegory, based on the legend of the Lacocoon. 
3. See review of The Bride Retires. August 1925, p. 15 in 
which Hornblow comments that the play "is a typical bedroom 
show, it's all about a bridal night, everyone in the cast 
taking part in the nuptial ceremony, all eager to share the 
prerogatives of the groom. . . ." 
4. The Editor's Uneasy Chair: "Broadway's Play Producing 
Game," October 1925, p. 7. 
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raucous ribaldry, rape, debauchery, lewdness, the whole 
gamut of depravity and lechery—such is the putrescent 
drama served to-day for the entertainment of your sons 
and daughters, not secretly, furtively in some obscure 
East Side dive, but openly, brazenly in Broadway 
theatres of the first class. 
Lulu Belle, the odyssey of a colored Harlem harlot, 
the production of which by David Belasco mars a long 
and distinguished career spent in the service of our 
theatre, is another flagrant offender in a long list 
of vile plays which these last few years have dis-
graced the American stage. Devoid of all literary 
quality, hackneyed in plot and situation, as con-
tributions to the theatre such pieces are utterly 
worthless. They appear to be produced with but one 
intent—to make money, and in this, morbid public 
curiosity being what it is, they succeed beyond the 
dreams of avarice. In some respects Lulu Belle, a lurid 
melodrama of New York's black belt, is more objection-
able than other erotic exhibitions of its kind. Until 
now the casts of these bawdy shows have been confined 
to white players. If indecencies of dialogue or situation 
were committed, at least it was among one's own, in the 
family so to speak. But now, emulating the example of 
certain cabarets, where black-and-tan performers draw the 
midnight pleasure seekers, an added thrill is sought at 
the Belasco by mixing the colors. No fewer than one 
hundred negro performers and fifteen whites take part 
in the production.1 
And as Hornblow's retirement from The Theatre drew near (March, 
1927) he was still campaigning against indencency and immorality 
on the American stage. He was still attacking nudity,2 the 
1. Review of Lulu Belle. April 1926, p. 7. 
2. "All for a Great Love of Art," November 1925, p. 7; also 
Hornblow, The Editor's Uneasy Chair: "League of Nations' 
Fifteenth Point," September 1926, p. 7, and see also Marc 
Goodrich, "A Study in Scurrility," November 1925, p. 24. 
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1 2 
dirty play, and the play jury.' 
Editorial attacks upon the indecency, nudity, and salacious 
themes presented on the American stage lessened after Perriton 
Maxwell became editor of The Theatre in March, 1927. Even 
though articles reflecting Hornblow's point of view continued 
to be printed, a strong defense of the current stage of 
American theatre, a defense in direct opposition to the views of 
Hornblow, was written for The Theatre by Don Marquis: 
1. "The Play Scavengers Still Ply Their Dirty Trade," May 19 26, 
p. 7; and Hornblow, The Editor's Uneasy Chair: "Getting Value 
for One's Money," October 1926, p. 7. 
2. "Play Juries and the Village Pump," August 1926, p. 7 and 
Hornblow, The Editor's Uneasy Chair; "The Play Jury Farce," 
January 1927, p. 7. The Play Jury was a group of twelve 
citizens empaneled by the District Attorney's office to judge 
whether a play was objectionable or not. Nine votes were 
needed to condemn a play and stop its performances. It had 
been called to judge The Shanghai Gesture. Sex and Bunk of 1926. 
Bunk of 1926 was ordered closed, but The Shanghai Gesture and 
Sex were given a clean bill of health and allowed to continue. 
The jury was again empaneled for a consideration of The 
Captive, a play about lesbianism; the votes were six against 
the play, five for it, and one abstention, Hornblow argued 
that the responsibility for deciding whether a play was ob-
jectionable or not rested with the city officials and not with 
a Play Jury. 
3. See Hon. John Ford, Justice Supreme Court of New York, 
"Indecent Plays and the Law," April 1927, pp. 23, 56; Roi Henri 
Fricken, "Stage Censorship, Past, Present and Future," Part I, 
May 1927, pp. 7-8, 66; Part II, June 1927, pp, 20,62; Part III, 
July 1927, pp. 21, 54; also Benjamin De Casseres, "The De-
basement of Crime, Sex and Money in Current Drama," September 
1927, pp. 16, 60; "'Nothing Shocks Me'—and Why," December 1927, 
pp. 21, 66; "America Discovers Sex," February 1929, p, 24, and 
"Smash the Panders and Smuthounds.," July 1928, p. 112; see 
also John S. Sumner, Sec, N.Y. Soc. Suppression of Vice, 
"Padlock Drama," May 1928, pp, 11-12, 68; Henry Hull, "Silence 
is the Most Effective Censorship," February 1929, pp. 35, 74; 
St. John Ervine, "The Theatre is Perishing," March 1929, 
pp. 19-20; William A. Brady, "Today's Theatre Should Profit 
by Its Past Glories," May 1929, p. 13. 
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One of the most promising things about America today is 
that it has a living theatre that is liberated, a 
theatre that is open to experiment. 
From Euripides to Eugene O'Neill the playwrights have 
made a high endeavor to picture life from the viewpoint 
of reality and human experience, plus the constructive 
artistry which aims to show the workings of the soul of 
man and his unequal conflict with destiny. . . , 
The stupid and ponderous drama of the recent past with 
its comic rhetorical flamboyance and impossible structure 
happily has gone the way of all false art. Our interest 
now in any product of the stage is in direct ratio with 
its believableness. We may, perhaps, err on the side of 
a too literal and photographic representation of life and 
character, but even raw meat is a more sustaining diet 
than rosewater and moonbeams. The present tendency toward 
truthfulness in histrionic speech and action, even at the 
cost of our self-complacence, has created a native, 
rational and effective drama which, if it sometimes offends 
one's sensibilities with its stark candor does not, when 
well done, affront one's intellectual integrity. 
The liberated modern drama in this country is a sure 
sign of an advancing civilisation—a civilization which 
in so many other things we are sometimes constrained to 
doubt. 
The theatre of the future will show us the human comedy 
interpreted by players who have brains as well as voices, 
reciting the lines of playwrights whose imaginations are 
harnessed to the realities of existence and whose themes 
impinge upon the facts of man's complex career upon the 
planet.1 
Marquis' article was followed by other defenses of the theatre. 
Maxwell and Stewart Beach, who replaced him as editor of The 
1. Don Marquis, "America's Liberated Theatre," December 1927, 
p. 15. See also Richard Herndon, "The American Theatre At Its 
Zenith," April 1929, p. 13. 
2. Alfred E. Smith and Theodore Roosevelt,"Two Figures of 
Note Laud the Theatre," December 1927, p. 17; Hon. Chauncey 
Depew, "The Drama Improves Humankind," January 1928, p. 15; 
Frances Starr, "The Theatre Will Not Perish," January 1928, 
pp, 17-18, 66; James A, Davis, Secretary of Labor, "The 
Stage is Ready for a Great New Era," February 1928, pp. 11, 60; 
Bishop William T. Manning, "Power of the Theatre is for 
Good," March 1928, p. 15; Heywoud Broun, "The Keys of the 
City Censors," June 1928, pp. 7-8. 
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Theatre in September 1929, both contributed editorials praising 
the American theatre and objecting to censorship.1 
Although Hornblow was mainly interested in the development 
of the American drama, he did not neglect the foreign drama that 
was being produced on the American stage. Aside from Shakes-
peare, the most popular foreign dramatist in America during the 
years that Hornblow was editor of The Theatre was Bernard Shaw. 
No author, American or foreign, evoked as much critical opinion 
from Hornblow and The Theatre as Shaw did. 
Arnold Daly's 1903 production of Candida was the first of 
Shaw's plays to be reviewed by The Theatre and the magazine 
called it a "delightful and amusing little play,"2 Hornblow 
had been pleased with Mansfield's productions of Arms and the 
Man in 1894 and The Devil's Disciple in 1897, but he was so 
shocked when he read Man and Superman and its appendices, that 
he wrote an essay attacking Shaw's concept of Life Force.3 
When he saw the play, Hornblow condemned Shaw as a philosopher: 
1. Perriton Maxwell, Editorial: "New Era of Prosperity for 
the Theatre," February 1928, p. 7; Perriton Maxwell, Editorial: 
"Mrs. Dane Needs No Defense Today," April 1928, p. 48; 
Perriton Maxwell, "Idealism in the Theatre," May 1928, p. 7; 
Perriton Maxwell, "The Theatre Will Live Forever!" March 
1929, p. 20; Perriton Maxwell, Editorial: "Don't Worry About 
the Theatre's Future," August 1929, p. 30; and Perriton 
Maxwell, Editorial: "Play Censors and Censorship," May 1928, 
p. 34. See also Stewart Beach, Editorial: "We Stoop to 
Censor," March 1931, p. 13, 
2. Review of Candida. January 1904, p. 5, 
3. Essay on Shaw's Man and Superman and its appendices in 
Plays and Players, August 1904, pp. 186-188. 
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Who, whence, and wherefore this George Bernard Shaw, 
the most brilliant man, with the keenest satire, in 
English literature to-day? Sharp in observation of 
character, quick in the invention of fable for his 
work, vitriolic in epithet and formidable in epigram, 
plausible and pleasing to those who seek the new and 
who are content with no established truth, holding to 
no opinion or theory that will stand the test of any 
honest man's common sense, revelling in the momentary 
success of his seduction of weak minds, capable of 
splendid service to the world with his pen—he is 
writing in sand, his brilliance as useless as the 
flashes from an electric wire caused by some disturbance 
or diversion of the proper use of the current; seriously 
attempting, at times, to set the world afire merely to 
see it burn, and with the same idle purpose as the small 
boy who applies a match to the back stairs of a tenement 
house 'to see the engines run.'. . • .When he is simply 
joking with us in attacking some of the absurdities of 
life, its customs and conventionalities, we can joke 
with him; but if he really means by it to start a new 
system of philosophy, pernicious in every part of it, -
he is, if taken seriously, a menace to public morality. 
The Theatre gave its full support to Police Commissioner McAdoo 
when he interdicted further performances by Arnold Daly of 
Shaw's Mrs. Warren's Profession. The magazine pointed out: 
/We/ almost alone among the American press, sprung the 
first alarm on the occasion of the production of Shaw's 
other piece, Man and Superman. While conceding the 
brilliancy of its satire, we insisted that the play was 
anarchistic in tendency and abhorrent in its teaching, 
and this view is upheld by that distinguished sociologist, 
Dr. Felix Adler, who denounced the play at the meeting 
of the New York Ethical Society on November 5 last.2 
In Hornblow's essay on Man and Superman, he had agreed 
with one of Shaw's important observations: 
Mr. Shaw makes some sensible and forcible remarks in 
denunciation of the false prudery characteristic of the 
Anglo-Saxon race, which is largely responsible for the 
invertebrate condition of the English and American drama, 
1, Review of Man and Superman. October 1905, p. 238, 
2, (Arthur Hornblow), "The People vs. George Bernard Shaw," 
December 1905, p. 296. 
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which explains the dearth of really great plays, and 
which keeps our dramatists in a state of mental 
inferiority to those of continental Europe.1 
But what could be a clearer example of that prudery than the 
magasine's attitude toward Mrs. Warren's Profession: 
The offence against public decency was flagrant. Bad 
enough in the library, the play is wholly unfit for 
public representation. We have no official censor of 
the playhouse—perhaps it would be undesirable to 
create one—but a free stage does not mean unbridled 
license. Anarchy is as intolerable in the drama as on 
the stump, and all such impudent ^ attempts to -corrupt the 
morals of the community and poison' the air of our 
theatres should properly receive drastic treatment at 
the hands of the authorities. Considered merely as a 
business proposition, Arnold Daly's ill-advised action 
will work incalculable harm to theatres everywhere. 
Religious and other prejudices have for years kept 
thousands from the theatre. Of recent years this prejudice 
had been to some extent overcome, thanks largely to im-
proved condition within the playhouse itself, but the 
ill-effects of this nasty Shaw play are likely to be 
felt for a generation.2 
The Theatre gave Shaw an opportunity to answer its criticism of 
his plays. He replied that "our old ideas of morality—and this 
does not apply to America only. • .must be altered and brought 
up to date and made to fit in with the present social conditions, 
and to harmonize with the changes that are ever wrought in the 
1. Essay on Shaw's Man and Superman and its appendices in 
Plays and Players, August 1904, p. 188. 
2. (Arthur Hornblow), "The People vs. George Bernard Shaw," 
December 1905, p. 296. 
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social communities of the world." Shaw's desire for some 
alternations in "our old ideas of morality" seems to have been 
fulfilled because the furor over the production of Mrs. Warren's 
Profession quickly abated," and when Arnold Daly revived 
Widower's Houses and Mrs. Warren's Profession in 1907 there was 
no interference. 
It must be said in Hornblow's defense, however, that he did 
not let his dislike for the philosophy in Man and Superman and 
for the theme of Mrs. Warren's Profession to influence his 
subsequent criticisms of Shaw's plays. He thought that Daly's 
production of How He Lied To Her Husband "gave delicious en-
joyment to all who had the good fortune to see and hear it,"4 and 
his review of You Never Can Tell shows the beginning of his 
appreciation of Shaw: 
1. P.V., "My Plays Advocate Moral Reform"Says Shaw," December 
1905, p. 299. Dr. Arthur E. Bostwick, head of the circulation 
department of the free lending libraries of New York placed Man 
and Superman on the restricted reading list. The Theatre re-
printed Shaw's letter to the New York Times in which he said, 
"Nobody outside of America is likely to be in the least sur-
prised. Comstockery is the world's standing joke at the expense 
of the United States. Europe likes to hear of such things. It 
confirms the deep-seated conviction of the Old World that 
America is a provincial place, a second-rate, country-town 
civilisation after all." ("Shaw Calls Us Provincial," November 
1905, p. v.). 
2. When Arnold Daly was acquitted of violating Section 385 of 
the Penal Code The Theatre commented that "no technique, either 
of Law or Art, can cure defects of material and substance " 
(Plays and Players, August 1906, p. 198.) 
3. Reviews of Widower's Houses and Mrs. Warren's Profession. 
April 1907, pp. 90, xii. 
4. Review of How He Lied to Her Husband. November 1904, p. 
271. 
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, . .the witty Irish author never writes anything that is 
commonplace. What matters it if things at the close 
resemble those at the beginning? The interim has been 
filled with exquisite fancy, trenchant observation, 
relentless satire, mordant irony and delicious fun. If 
one must criticise, it should be limited to the excess 
of brilliancy in the dialogue, Mr. Shaw, in his lightest 
moments, demands thought and intellectual co-operation. 
He is never knock-about, . . . 
Although he complained at the very beginning of his review of 
John Bull's Other Island that the piece is largely unintelligible 
and wholly uninteresting to American audiences, that "it lacks 
continuity of purpose in its story and falls too far short of 
structural form to be considered as a play," Hornblow devoted 
almost the entire review to praising Shaw's characterization, 
brilliant speech, and ability to make a person think. And 
Hornblow's review of Caesar and Cleopatra demonstrated that he 
was becoming more interested in Shaw as a playwright than as a 
philosopher: 
As often as the THEATRE MAGAZINE has rejected Bernard 
Shaw's flippancies and half-truths, it has always 
recognized his skill as a dramatist. He has never 
shown it more clearly than in this play in which we have 
scenes of such great variety, including farce, satire, 
the operatic, the spectacular, and true comedy and melo-
drama of the most distinct kind. He has used many of 
the familiar resources of the stage, and yet never 
falls into that which is unto itself merely conventional. 
The scenery is elaborate and picturesque, color and 
costume and variegated nationality compose a moving 
picture that pleases from the external side alone, the 
1. Review of You Never Can Tell. February 1905, p. 30. 
2. Review of John Bull's Other Island. November 1905, p. 264. 
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whole being animated with an i n t e l l e c t u a l i t y that 
f a i r l y f l a s h e s . 1 
Between 1906 and 1917 Hornblow also reviewed Cashel Byron's 
2 3 
Profession. Captain Brassbound's Conversion. Fanny's First 
Play*4 The Philanderer.5 Androcles and the Lion.6 The Doctor's 
_ 8 9 
Dilemma.7 Arms and the Man. Major Barbara, and Getting 
Married. By 1917, Hornblow was such a supporter of Shaw 
1. Review of Caesar and Cleopatra. December 1906, p. 312. See 
also the review of Tom Barry's The Upstart. April 1910, p. 102, 
in which Hornblow explains the difficulties of trying to 
imitate Shaw. 
2. Review of Cashel Byron's Profession. February 1906, p. v 
(". , .is not among the distinctive Shaw pieces. . • • " ) . 
3. Review of Captain Brassbound's Conversion. March 1907, p. 
58 ("The real point of interest in the play is this fantastic 
power of sweet speech,") See also May 1916, p. 274 for a 
revival, 
4. Review of Fanny's First Play. October 1912, p. xv 
("• • .an intellectual treat, • • , " ) , 
5. Review of The Philanderer. February 1914, p. 58 (although 
the play is twenty years old it is "a most agreeable evening.") 
6. Review of Androcles and the Lion. March 1915, p. 110; 
(Granville Barker's New Stagecraft production was "well-night 
perfect entertainment.") See also the Theatre Guild's revival, 
February 1926, p. 16.. 
7. Review of The Doctor's Dilemma. May 1915, p. 228 (Although 
the play was too long, "it is marvelously searching in its 
revelation of character. It is scintilatingly brilliant in its 
dialogue. It is strikingly bold in its juxtaposition of the 
comic and the tragic") 
8. Review of Arms and the Man. June 1915, p. 281. Hornblow was 
disappointed with this production by Daly, but^was highly 
pleased with Lunt and Fontanne in the Theatre"Gifcild 
presentation. (November 1925, p. 18.) 
9. Review of Major Barbara. January 1916, p. 7 ("In its large 
idea the play is piffle; in its details, in the humanness of 
its characters, for the most part, it is one of the dramatist's 
best pieces of work.") 
10. Review of Getting Married. December 1916, p. 394 ("• • .a 
triumph of impolite conversation.") 
that he took the opportunity in his review of Misalliance to 
castigate the drama critics, most of whom he considered in-
competent, for not appreciating its author: 
The English really never did stand for G.B.S. He 
told them too many unpleasant truths about themselves. 
When he slipped into war criticism the brilliant Shaw 
suffered a still further eclipse. 
The spirit seems to have reached, in a measure, this 
country, judging from the reviews of my critical 
brethren on his Misalliance. . . . 
Yet how absurd it is to cavil at his output. His 
worst is so immeasurably superior to the trivial puerile 
trash that occupies so many boards, that I should think 
'the chain gang'.would rejoice at an evening spent 
under the Shavian spirit.1 
Hornblow praised Heartbreak House as "delightfully bizarre, 
extravagantly fantastic, perfectly impossible, but withal, 
splendidly entertaining."2 Even though Back to Methuselah was 
too long he found much in it to praise: 
The scintillating brilliancy of the typical Shavian 
dialogue, the constant, marvellous flow of sardonic 
wit, the synical quips, bitter gibes, flash through 
the dialogue like a shower of sparks from the black-
smith's anvil. As a festival of ironic humor it is 
a rare intellectual treat. Shaw—He Who Slaps-
cracks his whip like the clown in the international 
circus he is, and you dance and laugh to his music 
til you ache from sheer physical exhaustion.3 
But he considered Saint Joan Shaw's masterpiece: 
. • .in Saint Joan we sense quite a different Shaw, a 
more kindly, humane Shaw. Even his old enemies the 
English are let off lightly although the occasion 
offered a rare opportunity for lambasting them. It 
is as though the loftiness of his subject, this pain-
ful odyssey of the saintly maid of France, who, 
1. Review of Misalliance. November 1917, p. 28, 
2. Review of Heartbreak House. January 1921, p. 31. 
3. Review of Back to Methuselah. May 1922, p, 305, 
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exalted by religious fervor, sacrificed her virginal 
young life on the altar of an ideal patriotism, had 
taken such hold on the author's imagination that it 
sobered the hardened cynic, and taught him that, after 
all, there may be unselfish, noble impulses in the 
world, that all is not hypocrisy, self-interest and cant. 
We behold a chastened Shaw. In again resurrecting the 
Pucelle of Orleans another miracle has been worked, Joan 
has not only saved France from the Goddams, but Shaw 
himself from perdition.* 
2 
Although there are several articles in The Theatre about 
Shaw, none of them has anything especially brilliant, perceptive, 
or important to -say about him as a playwright. 
The Theatre continually supported and encouraged the 
development of a distinctly American drama independent of foreign 
influences and models, and it recognized immediately that 
O'Neill was a dramatist who could rank with the best of the 
world. The magazine felt that the moral tone of the drama.after 
World War I was too low and it campaigned against indecency and 
salacious themes being presented on the American stage. The 
greatest amount of praise for any author was accorded Bernard 
Shaw. Just as The Theatre considered much foreign drama 
superior to American so did it also believe much foreign acting 
to be better than American. 
1. Review of Saint Joan, March 1924, p. 16. Hornblow also re-
viewed The Devil's Disciple. July 1923, p. 20 in which he ex-
plained why the play was as funny as it was twenty years previous; 
and Pygmalion. January 1927, p. 15 in which he claimed that the 
sparkle was gone and the play out of date, 
2. See Sheldon Cheney, "The New English Dramatists," February 
1914, pp. 81-84; Anon., "Is Bernard Shaw Sincere?" November 1917, 
pp. 264-266 (comments by his professional associates); Frank 
Moulan, "The Humor of Gilbert and Shaw," March 1920, pp. 158-160; 
Hilda Spong, "Working with Pinero, Barrie and Shaw," Midsummer, 
1920, pp. 32-34; Charles Henry Meltzer, "G.B.S.--High Priest of 
Misanthropy," April 1921, pp. 238-240; Carlton Miles, "Jaunts 
into Brightest England," October 1922, pp. 213, 258; Joseph Kaye, 
"The Superman at Seventy," September 1926, pp. 17, 56; and 
Benjamin De Casseres, "Bernard Shaw; All Spray, No Fountain,1* 
September 1928, pp. 18, 64. There was an interesting article 
by Shaw himself in which he explained what kind of theatre he 
would like to have built (George Bernard Shaw', "Wanted: A 
New Sort of Theatre," May 1925, pp. 9, 62, 82), 
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CHAPTER V 
THE FOREIGN VISITORS 
Ever since George Frederick Cooke arrived in the United 
States in 1810, the American playgoer has had the opportunity 
of viewing the greatest of European stars. During the nineteenth 
century, in addition to Cooke, Edmund and Charles Kean, Charles 
and Fanny Kemble and William Charles Macready had made 
triumphant tours in the United States. The flow of the foreign 
stars did not diminish in the twentieth century and The Theatre 
gave full coverage to them and the foreign theatre companies 
in over 250 important articles, items, and play reviews. 
There was a pattern in The Theatre's treatment of the 
foreign star and theatre companies. First would appear a notice 
or article announcing the event. Then if the visitor were 
sufficiently famous or important, there would be one or more 
articles before the visitor arrived. Thus, no reader of The 
Theatre had to attend a performance of a foreign star or theatre 
company without some advance information on what he might see. 
After the review of the performance by Hornblow, there might be 
further articles on the effect the visit produced. Not only 
did Hornblow praise when such praise was due, but he also con-
sistently pointed out what the American theatre could learn 
from those who claimed that it could not offer anything as good 
to Europe as what Europe offered America, 
As early as 1903, A. E. Lancaster was lamenting in The 
Theatre that too many English stars were visiting the United 
States while it was rare that an American star became popular 
in England: 
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We do not mean to say that in all the records of the 
American stage there are no instances of European 
successes being achieved by American actors. But the 
number is very small. There is too great a disposition 
to overrate what comes to us from abroad, and vastly 
too great a disposition in Europe to underrate what we 
might send'them* Charlotte Cushman and Edwin Forrest 
and Edwin Booth had as imperative a right to be applauded 
to the echo in every great city in Europe, as Ristori, 
and Salvini, and Bernhardt and Duse had to be acclaimed 
here. Then, too, think of the influx of English stock 
actors to fill places on the American stage that ought 
to be occupied by Americans, It is the duty of our 
managers to get adequate actors; and they ought not to 
sin against both art and patriotism by importing "lead-
ing men" who are no better than American actors waiting 
for a New York engagement. In former days, when the 
late Lester Wallack was in his meridian, his theatre was 
nicknamed "The English Theatre," on account of its 
stock company being continually replenished with London 
actors. It is to be hoped that twentieth century will 
not die without dealing theatrical anglomania its 
death-blow. 
In 1911, Archie Bell did not condemn the practice but pointed 
out that America had always been the most democratic in accept-
ing the foreign stars onto its stage. Furthermore, America's 
hospitality to the visiting performer was of value to the 
American stage because it "has slowly and carefully gleaned 
from all of the others just what American people desire." 
The main reason, according to Bell, why so many visiting stars 
remained to become American citizens was that they could become 
1. A, E. Lancaster, "Theatrical Anglomania," July 1903, p. 
182. 
2. Archie Bell, "America the Melting Pot of the Stars," 
November 1911, p. 164, See also Vanderhelden Fyles, "In 
English—More or Less," April 1915, pp. 193-195, 201; 
Harold Seton, "The Charm of an Accent," May 1919, p. 288; 
and Robert Grau, "Notable Stage Figures of the Sixties and 
Seventies," August 1913, pp. 68, vi. 
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more financially secure here than in Europe. Morris Gest, who 
was responsible for bringing the Moscow Art Theatre, Eleanora 
Duse, and others to this country summarized what the im-
portation of foreign talent was accomplishing: 
I am introducing to this country the wealth of other 
nations; setting a standard for our young artists, 
helping to cement friendly relations between our 
country and others, and setting before our professional 
and community-center producers, new ideas. I predict 
that pageantry will be elaborated upon over here as a 
result of some of the striking spectacles brought over 
from abroad. Summing it all up, I am sure that we 
will benefit in many ways by our opportunity to study 
foreign art and foreign artists at close range. And 
I'm hoping that in the not distant future we'll be able 
to do more art exporting of our own.1 
Joseph Shipley accurately analyzed some of the reasons for 
the success of the foreign actor and theatre companies in 
America. He claimed that a great deal of the success was 
dependent upon proper advertising: 
It seems to us, that without the aid of some external 
attraction, the most competent group of foreign 
artists will not succeed in America. The Moscow Art 
Theatre, first of the importations on a scale of 
considerable magnitude, won favor through the fact 
that it was the first important foreign company, 
through all the rex lame its producers skilfully built 
upon what we already knew of its achievements, and 
especially through the fact that because of these it 
managed to become the fashion. It was good form to 
enjoy the Moscow Art Theatre. 
According to Shipley, crowds packed the last tours of Duse and 
Bernhardt not because they were interested in the play being 
presented but because they wanted to pay tribute to the 
actresses' great careers. He concluded: 
1. Morris Gest, "Bringing Exotic Art to Broadway," March 
1924, p. 64. 
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The fate of the foreign company in America, then, in 
no way indicates the value of its contribution to the 
theatre, but is determined by external, almost 
fortuitous circumstances which it can often neither 
foresee nor control. The better the work, the more 
psychological in its progression, the more it stresses 
internal conflict rather than external strife, or 
depends for its effect upon human expression rather 
than stage business, the less likelihood is there of 
its quality being discerned, its worth recognized, 
enjoyed and rewarded by the continued enthusiastic 
attendance of playgoers. . . . 1 
In 1930, Howard Barnes echoed Lancaster's 1903 lament that 
the entente cordiale between Broadway and Piccadilly was too 
one-sided. He explained why this situation existed: foreign 
actors would work for far less in America than would American 
actors, and secondly, the cinema had created a dearth of theatre 
workers in New York, necessitating the importation of foreign 
talent.2 How great had been the invasion of foreign talent 
between 1903 and 1930 can be determined by the large amount of 
space and critical comment given by The Theatre to foreign 
performers and producing organizations. Of the scores of 
foreign visitors which The Theatre discussed, the most important 
were Sarah Bernhardt, Eleanora Duse, the Irish Players from the 
/A 
Abbey Theatre , the French Theatre of Jacques Copeau's Theatre 
du Vieux Colombier, and the Moscow Art T h e a t r e . 
1 . Joseph T. S h i p l e y , "Pr ick ing the Fore ign Bubble ," 
September 1924 , p . 2 0 . 
2 . Howard Barnes , "Hands Across the S e a s o n , " May 1930, pp. 
1 8 - 1 9 , 58 , 6 0 . 
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There was a distinct love affair between The Theatre and 
Sarah Bernhardt. Before each of her American tours the readers 
of the magazine were prepared for her coming by a series of 
extremely laudatory articles. Gertrude Norman, an important 
contributor to The Theatre was for a time a minor actress with 
the Bernhardt ensemble. A few months before Bernhardt opened 
her 1905 season in New York, Norman wrote: "her passionate 
love of truth and beauty seemed to me to be the guiding and in-
spiring forces of all her actions."1 
From December 11 to 23, 1905, at the Lyric Theatre, Bern-
hardt appeared in a repertoire of sixteen performances of ten 
different plays. The Theatre commented on the success of the 
visit: 
/It/ proved the artistic, popular and financial sensation 
of New York's present dramatic season. • . .The eminent 
French artiste has enjoyed a substantial triumph unpre-
cedented in any of her three previous appearances in the 
United States. And, it must be acknowledge, she has 
"made good" in a manner nothing short of marvelous, 
considering her accredited age of sixty-one years. She 
is still "the divine Sarah," of the voice of gold—in 
technique the foremost exponent of modern academic culture 
in the drama; in temperament an embodied genius of 
sentiment and passion; a chameleon-like human creature 
of fire and air, an essence of woman-spirit in every 
infinite mood, the eternal child, impervious to time, 
and the perennial priestess of an immortal art, destined 
to take permanent rank with the queens and notable 
women of history, so many of whom she has impersonated 
in her day.2 
After considering each of the ten different roles, The Theatre 
said that "each successive role revealed new wonders of Mme. 
Bernhardt»s resources in physical vitality, spiritual 
1. Gertrude Norman, "Reminiscences of an American Beginner 
with Sir Henry Irving, Ellen Terry and Sarah Bernhardt," 
September 1905, p. 221. 
2. Review in Plays of the Month, January 1906, p. 2. 
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exuberance, artistic and technical skill—the latter shown 
no less strikingly in her moments of unrestrained emotion, than 
in the way she saved herself for those great moments, and led 
up to them, at the least possible expense of effort."1 
The Theatre praised Bernhardt's tour of the West, during 
which she was forced to appear in tents because of her battle 
with the Syndicate, as "certainly the most remarkable one ever 
played in this country, not only by Madame Bernhardt, but by 
any other foreign or native player."2 
In 1910-1911 Bernhardt made her eighth American tour and 
at that time, Robert Grau, brother of Maurice Grau, the im-
pressario who brought Bernhardt to this country, discussed her 
financial situation.3 The readers of The Theatre were told also 
of her summer home on the coast of Brittany,4 and information 
of a personal nature was revealed by the prolific Ada Patterson. 
The Theatre reviewed this farewell performance: y 
Farewell tours of foreign actors supreme in their day 
are not always fortunate. With failing powers and a 
diminished art they cannot renew their old triumphs. 
Sarah Bernhardt, on the contrary, establishes an 
1. Ibid. 
2. Anon,, "Sarah Bernhardtfs Triumphant Tour in the West," 
May 1906, p. 115; see also Grace Hortense Tower, "With Sarah 
Bernhardt on her Tour in California,*1 July 1906, pp. 181-183. 
3. Robert Grau, "The Real Bernhardt,*' January 1911, p. 7. 
4. Anon,, "How a Celebrated Actress Takes her Rest," May 
1910, p. 172. 
5. Ada Patterson, "One Day with Sarah Bernhardt on Her Last 
Visit," January 1911, pp. 24-30, 
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extraordinary record of more than meeting every ex-
pectation, and of exercising all her qualities of 
vivacity, emotion, power and art at the age of 
sixty-seven, with the same measure and with practically 
the effect that is remembered by theatregoers of almost 
a generation ago. In view of this fact, mention of her 
age is purely incidental, and is made simply as a 
matter of record. What is much more significant is 
that she represents the traditional perfection of 
histrionic art in the most artistic nation of the 
world, and is the chosen representative of the most 
recent works of the present generation of dramatists 
of genius. Some of the plays in which she appears 
are entirely new to us. Impressions of the older plays 
require no reconsideration. In them she has set a 
standard that in most points is above comparison with 
the the performances of the many who have followed 
her. . . .At all events, her art is so admirable, 
instructive and inspiring that to see one of her per-
formances must always be memorable. . . . 
Bernhardt made another "farewell" tour of the United States 
from December 2, 1912 to May 25, 1913 and again she was the 
2 
recipient of gushy, sentimental rhapsodizing. 
In preparation for her 1916 farewell tour of the United 
States Lou-Tellegen told of his experiences with Sarah as her 
3 
leading man; William F. Connor, her American manager, tried to 
analyze her phenomenal powers; Arthur Dibley described a few 
1. Review of Sarah Bernhardt in Repertoire, January 1911, pp. 
ix, x. See also The Season's Plays Passed in Review, May 1911, 
pp. 142-143 for more praise 6f Sarah. 
2. Frances C. Fay, "The Divine Sarah Again With Us," June 
1913, pp. 164-166. 
3. Lou-Tellegen, "Lou-Tellegen Talks of the Stage and Bern-
hardt," September 1915, pp. 132-133, 140. (At this stage in 
his American career Lou-Tellegen used this hyphenated name as 
his surname, later he separated the two names and used Lou as 
his first name.) 
4. By Her American Manager, "My Impressions of Sarah Bern-
hardt," October 1915, p. 172. 
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of her greatest acting moments; and Ada Patterson spoke again 
on her youthful vitality. Hornblow wrote of her performance 
of the last act of Camille at the Empire Theatre in 1916: 
Sarah Bernhardt is unquestionally the most remarkable 
personality known to the history of the stage. Both in 
her private and stage life she well deserves the ad-
miration and praise she so firmly holds in the public 
regard. Again and again have great actors revisited the 
stage in their old age only to have a new generation 
discredit their fame. No so with Bernhardt. Of course, 
it is not Bernhardt at her best that we see to-day yet 
the last act of Camille. which she gives differs from 
her greatest performance of it only in physical vigor. 
The intonations of voice, the shadows of expression, the 
emotion, the tricks of her art—so individual as to 
relieve the term "tricks" of the common meaning of 
empty artificiality—the intellectual grasp—everything 
is there in a fullness that does not disappoint those 
who remember her at her best and that affords those 
who have not seen her confirmation of tradition. She 
makes more artistic and human points in this last act 
of Camille than were ever made in many other performances 
by many other actresses put together.3 
When Hornblow next saw Bernhardt in 1917 he thought her powers 
still had not diminished: 
For those who saw Sarah Bernhardt in the splendor of 
her early triumphal career there is no disilusionment in 
seeing her now with her physical movements restricted. 
Her silvery voice is unbroken in its means of ex-
pression, while her artistry, her mentality and her 
emotional qualities are untouched by time and circumstance. 
1. Arthur Dibley, "Great Moments in Great Acting," November 
1916, p. 286. 
2. Ada Patterson, "Sarah Bernhardt—Superwoman," December 
1916, p. 342, 346. 
3. Review of Sarah Bernhardt in Repertoire, January 1917, 
p, 64. 
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The public attitude of consideration for her need not . 
be apologetic. Her loyalty to France is an added virtue. 
Between 1918 and her death in 1923 The Theatre continued 
to contribute to the legend of Sarah Bernhardt with a series 
2 
of articles. Upon her death, Charles Henry Meltzer tried to 
analyze the qualities that made Sarah a legend: 
She had charm and passion, fire and sinuous grace. She 
had above all, two far more compelling assets, A voice 
of gold, caressing, sweet and varied. And chiefly the 
greatest gift of all the gifts the gods of art bestow 
upon their favorites. She had the imaginative power 
which made it possible for her, not only, like Duse, 
to analyze her characters and then to adapt them to 
her own personality, but to transform herself for the 
hour (when she so chose) into the characters which 
she impersonated. Our smart reviewers who deny this— 
do not know.3 
But of course, the final tribute was paid by one of her greatest 
admirers, Arthur Hornblow: 
In the death of Sarah Bernhardt the contemporary stage 
loses one of its most prominent and notable figures. 
After a protracted, brave fight against ailing health, 
the famous actress paid at last the debt of Nature, 
bringing to a close a long and glorious career. 
The artiste's vitality was extraordinary. Her astonish-
ing will-power kept her going long after the call for 
the final curtain had sounded. Sustained up to the last 
by the passion for her art which, despite ills and in-
firmities, burned within her like a sacred fire, she 
died as she always wished to die—as Moliere died, as 
Kean died, as Irving died—in harness, acting up to 
the rerj end. She was rehearsing a new play when 
death overtook her. 
1. Review of Sarah Bernhardt in Repertoire, October-1917, pp, 
206-207. Helen Ten Broeck, "Bernhardt»s Vision of Victory," 
September 1917, p. 150 discussed her loyalty to France. Bern-
hardt assured American mothers that their sons fighting in 
France were so morally strong that they were impervious to the 
wicked women who were preying on soldiers in France. (Sarah 
Bernhardt, "The American Soldier in France," March 1918, p.158) 
2. Charlton Andres, "When Bernhardt Was Barnum," June 1918, p. 
372; also Howard Greer, "Bernhardt Triumphs in New Role," 
October 1920, pp. 178, 224, and Alice Rohe, "Bernhardt—The 
Invincible," November 1922, p. 303. 
3. Charles Henry Meltzer, "Sarah Bernhardt—In Memoriam," 
May 1923, p, 12. 
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The art of Sarah Bernhardt belonged not only to France, 
but to the entire civilized world. One of the dis-
tinguished sisterhood of which Siddons, Rachel, Ristori, 
Cushman, Janauschek were shining lights, she was one of 
the last of the great players (are there any more?), in 
her youth a comedienne of transcendent charm; in 
maturer years a tragedienne of extraordinary powers. 
She was not perhaps the greatest player of her day— 
she lacked subtlety and her range was limited—but none 
can dispute the sway which for almost half a century 
she held over the popular mind. No other player was 
her superior in the portrayal of impassioned heroines, or, 
in scenes of terror or pity, knew better how to arouse 
the emotions and stir audiences to their depths. Idolized 
by the public for her dilettantism, her eccentricities, 
her luxury, her generosity, her death is regarded in 
the light of a personal loss wherever the charm of her 
unique personality, the magic of her golden voice, the 
spell of her acting has penetrated. 
No player ever reflected greater credit on her pro-
fession. Created during her lifetime Officer of the 
Legion of Honor, on her demise the flower of the French 
nation, statesmen, soldiers, poets, scientists, scholars, 
dramatists paid homage at her bier.l 
The only foreign actress who could even begin to compete 
with the Divine Sarah for the attention of audiences and critics 
was Eleanora Duse, The Theatre waited with great anticipation 
for Duse to begin her third American tour in October, 1902, 
Of her performance in D'Annunzio's La Gloconda. it said: 
The effect of Duse's personality is very potent. One 
might have to rummage among the phosphorescent phraseology 
of D'Annunzio himself, and make mosaic of the broken 
rainbows wherewith his lines abound, to indicate the im-
pression thus created. She enters upon the scene, not 
like a star whom a "reception" awaits, and for whom a 
propitious entrance has been ingeniously prepared, but 
1. Arthur Hornblow, 011a Podrida: Editorial: "The Passing 
of Sarah Bernhardt," May 1923, p. 7. 
2. Anon., "Duse's Coming American Tour," February 1902, p. 
18; see also Henry Tyrrell, "D'Annunzio's Francesca da 
Rimini." August 1902, pp. 18-20; also Anon., "Plans of the 
Players," September 1902, p. 7; also Carlo de Fonaro, 
"Eleanora Duse—The Woman," October 1902, pp. 12-16. 
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with the simplicity of an auxiliary who can never hope 
to see his name figure on the outer walls in big 
letters and electric lights. Another noteworthy 
point is her charming inattention to her gowns while 
she j s on the stage. This merit was shared by all the 
feminine part of her support, and in her and all of 
her assistants there was an effacement of self-
consciousness and a presentation of the consciousness 
normal to the role assumed. Add to this that Duse 
possesses a voice that runs through the gamut of 
happiness and misery, of softness, sweetness and 
feminine strength, and a temperament abrim with the 
subtleties and shadows that hide among the secret 
sensibilities of an impassioned woman's heart, and, 
after seeing her, you come to understand, in some 
measure, a remarkable artiste, whose acting adds a 
poetry to the poetry she utters, and flings a- refulgence 
of its own over the playwright's prismatic speech. 
The Theatre was disappointed with La Citta Morta because it gave 
little opportunity for Duse to display her true talents: 
. . .there is little for the actress to do in this 
play but to express, through a series of exquisite 
gradations, the uncertain lights and shadows that 
drift through the heart of an unhappy wife. The quiet 
and pathetic charm she thus diffused is wonderfully 
effective, and as poets "learn in suffering what they 
teach in song," so Duse may be suspected of having 
been similarly educated. In roles like this (not 
entirely satisfactory because they do not yield room 
enough for the sustained display of her highest powers), 
gentle emotions agitate her acting like heat-lightning 
quivering in a summer cloud, momentarily tinting its 
white languor with a golden hush. . . . 2 
Although Duse made it a strict rule never to be interviewed 
by the press, Gertrude Norman was able to gain an audience. 
Although Miss Norman was perceptive in her discussion of Duse 
as an actress, it was Duse's own comments to Miss Norman 
which most vividly revealed Duse's philosophy of acting: 
1. Plays and Players, "Duse in Repertoire," December 1902, 
p, 7. 
2. Ibid.. p. 8. See also Arthur Dibley, "Great Moments in 
Great Acting," November 1916, p. 286 for more critical comment. 
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"To questions that are presented to me regarding 
the dramatic art I have only one answer to offer. 
It is this: that all I care to say is said through 
the medium of my art and in the form of the new plays 
I am now presenting. In these new plays I have faith. 
From this statement one may draw one's own conclusions. 
I do not like to judge other people's work, either in 
ray native land, or anywhere else. Let every lover of 
the theatre raise an ideal from his own soul and 
follow it faithfully. In this way the artistic 
evolution will inevitably accomplish itself. To act 
is the essential thing. To watch a beautiful garden 
in its blossoming is a great joy, but I am not 
interested in the way the blossoms are produced. I. 
come from far away and have faith in my star. That 
is all, I can say no more, nor do I wish to know 
more."1 
The Theatre kept its readers informed of Duse's activities,2 
and heralded her return to America after a twenty year absence. 
Hornblow analyzed Duse's success as an actress: 
The lesson that Duse primarily and most brilliantly 
teaches is that all dramatic art is based on, and 
formulated on, the principle of unceasing labor. Hers 
is not the triumph of an inspired moment; it is the 
result of an unremitting study of technique and its 
application. No one discerns the least semblance of 
the machinery of her methods, art conceals art and 
the results obtained are the epitome of realism, 
convincing and supreme.4 
1. Gertrude Norman, "An Interview with Eleanora Duse," April 
1906, p. 106. 
2. L. D. "Eleanora Duse as She is To-day," December 1908, p. 
321; also Alice Nielsen, "Duse Returns to the Stage," January 
1921, pp. 10, 62; Carlton Miles, "Duse Still Weaves Her Magic 
Spell," May 1922, pp. 284, 338; and Alice Rohe, "Duse Breaks 
Her Silence," September 1922, pp. 137, 186. 
3. Alice Rohe, "The Return of Eleanora Duse," November 1923, pp. 
20, 50, See also Hornblow, 011a Podrida: "The Return of Eleanora 
Duse," October 1923, p. 7 in which Hornblow questions the 
appropriateness of the arrangements Morris Gest had made for her 
tour: "the report that the Italian performances will be given at 
the Metropolitan Opera House seems preposterous on the face of 
it, unless, indeed, the engagement is to be regarded as little 
better than an international circus." 
4. Review of Eleanora Duse in Repertoire, January 1924, p. 16; 
see Heard on Broadway, April 1924, p. 39; George Middleton, "The 
Lady With the Beautiful Hands," December 1924, pp, 22,66 (an 
haunting article); Thoda Cocroft, "Youth Ahoy!" October 1926, pp. 
10, 58; and Sylvia Golden, "The Romance of Eleanora Duse," 
August-September 1930, pp. 18-19, 68, 70, 
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Although individual foreign stars had visited the United 
States in the nineteenth century, foreign theatres companies 
did not make a practice of performing in the United States 
until the twentieth century. One of the first of the important 
foreign companies to play here was the Irish Players, Hornblow 
and The Theatre first became aware of the Irish literary revival 
in 1903 when the New York Irish Literary Society presented three 
short plays by William Butler Yeats. The Theatre praised the 
New York Irish Theatre because of the quality of Yeats' plays 
and because the group planned to publish each play it produced. 
Nothing more was heard of the Irish Theatre in The Theatre until 
October, 1911, when the magazine started giving background 
information on the Irish Players of the Abbey Theatre which had 
opened its United States tour in Boston on September 23, 1911 
at the New Plymouth Theatre.2 The Theatre was shocked at the 
riot on November 29 which accompanied the first showing in 
New York of Synge's The Playboy of the Western World, and 
breaking with its tradition of reviewing all new plays in one 
column, The Theatre gave the production a separate criticism, 
Hornblow felt that there was "apparently convincing evidence of 
fidelity to Irish character, at least in details;" that the 
speech of the Irish peasants was "a delight in its pure English 
and in its imageryi" and that "there could be no closer transcript 
of life in character, manners and speech." However, he also 
1. Plays and Players, July 1903, pp. 158-159. See also Moira 
L, Ray, "Birth of Ireland's National Drama," July 1903, pp. 
167-168. 
2. Anon,, The Irish Players," October 1911, p. xvi, and Mary 
Caroline Crawford, "The Irish Players," November 1911, pp. 157-8,ix. 
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claimed that the play should never have been produced: 
No analysis of character or circumstance can efface the 
impression to be gained by the reading of it or the 
witnessing of its performance. That Christy is a type 
of boaster who is not to be taken seriously and who 
is to be merely laughed at cannot be maintained, for 
by the people in the play he is taken quite seriously 
as a murderer and a patricide. If Mr, Synge's intent 
was comedy, that comedy is too subtle for anybody of 
common sense or for Irishmen who attach importance to 
the decent sentiments of life. • . .But the attempt 
to make comedy out of the saying and doings of a patricide 
fails. It does not matter what Mr. Synge's intent was. 
The effect is offensive.1 
When the Irish Players returned to New York in early 1913, 
the furor had died down and The Theatre was able to make a 
more accurate appraisal of the literary movement and its 
practitioners: 
But all the plays are equally frank, representing life 
in Ireland as it is. Of course, Lady Gregory and her 
associates are loyal to their land. The literary 
movement is in no wise vicious. It is certain that the 
spirit of democracy rules in them. No deference is 
paid to social distinction. The characters belong, 
for the most part, to the peasantry or to the 
villages. Some of the stories are almost childish, and 
they seem so remote from ordinary experience that they 
would appear unreal and invented if they did not bear 
full evidence of their actuality. The acting has 
much to do with this. Certainly these people act. They 
are not amateurs taken direct and without training from 
life. If the Irish Players do nothing more than help 
to restore simplicity in writing and acting their 
visit will have accomplished much in the direction of 
the needs of our stage.2 
1. Review of The Playboy of the Western World. January 1912, 
p. 11. 
2. Review of The Irish Players in Repertoire, March 1914, p. 
68, See also, M. M. "The Making of an Irish Player," April 
1913, pp. 108-110 for more information on the group and 
Sara Allgood. 
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Four years later another foreign company that exhibited 
fine acting performed in New York. The Theatre had first be-
come seriously interested in Jacques Copeau and his Theatre du 
Vieux Colombier when he gave a series of lectures in 1917 at 
Winthrop Ames' Little Theatre on the Renovation of the French 
Theatre.1 When Copeau opened his New York season in December, 
1917, The Theatre presented a lucid explanation of his aesthetic 
credo „ Although Hornblow was pleased to "be able to extend a 
hand of welcome to foreign artistes whose sincerity in standing 
up for the highest stage ideals cannot be questioned," he was 
disappointed that the acting, scenery and costumes of the first 
bill were not up to the standard he expected. However, he was 
delighted with the Vieux Colombier's next production, La Nuit 
Pes Roia (Twelfth Night) because the costuming was artistic, 
because the acting was of a high level, and because the pro-
duction was marked by simplicity. He was able to praise 
without reserve Les Freres Karamazov. Copeau*s adaptation of 
Dostoievski's novel. In appraising Copeau's first season in 
1. Willis Steell, "Jacques Copeau—Author, Actor and Producer," 
May 1917, p. 288. 
2. Anon., "Jacques Copeau and His Theatre," December 1917, p. 
342. 
3. Review of the Theatre Du Vieux Colombier, January 1918, p. 
21. 
4. Review of the Theatre Du Vieux Colombier, February 1918, 
pp, 86-87. 
5* Review of the Theatre Du Vieux Colombier, March 1918, pp. 
151-152. 
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New York, The Theatre commented that although Copeau was not 
successful in everything he tried to do, he did succeed "in 
putting on in his first season a half dozen pieces which should 
have taught our native producers that they still had a great 
deal to learn. In truth, although he did not succeed in 
establishing his theatre on a firm financial foundation he 
carried out as far as was humanly possible his very lofty ideals 
for the theatre."1 
Copeau opened his second New York Season with Beaumarchais' 
Le Mariage de Figaro which "shone brilliantly" and followed 
with two admirable one-act plays.3 With its third bill, Copeau's 
/A Theatre du Vieux Colombier received Hornblow's highest 
approbation: a favorable comparison with the old stock 
companies of Wallack and Daly: 
The attraction of a stock company—and who, old enough 
to go back to the days of Wallack's, the Union Square 
and Daly's, does not retain the happiest of recollections-
is that one grows to have a real living interest in the 
personalities that make it up. A local pride is en-
gendered in individual accomplishment and one watches 
with delight the progressive steps upwards towards the 
achievement of the artistic heights. The permanent 
company at the Vieux Colombier has really endeared itself 
to the regular patrons; and the place of esteem which it 
has won is deserved by the energy, intelligence and 
1. Anon., "Modern Comedies at the French Theatre," November 
1918, p. 292, During the first season, Hornblow also re-
viewed Copeau's productions of de Curel's La Nouvelle Idole. 
March 1918, p. 152 and Mirbeau's Les Mauvais Bergers. April 
1918, pp. 218-219. 
2, Review of The French Theatre, December 1918, p. 347. 
3. lb_id* 
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splendid excellence it has shown in the many varied 
programmes presented.* 
The visiting organization which received the most attention 
2 
from The Theatre was the Moscow Art Theatre* The first 
evidence of what the Moscow Art Theatre had to offer to America 
was found in Nikita Balieff's La Chauve Souris. or The Bat, a 
group of actors from the Moscow Art Theatre who had given 
vaudeville like performances for their own amusement.3 The 
group moved from Moscow to Paris at the end of 1920, caused a 
sensation and was brought to America by Morris Gest in February 
1922. Although Hornblow was not as "stunned, bewildered and 
rendered nigh unconscious by the art of the Chauve-Souris's 
performers," as he expected, he nevertheless, recommended that 
4 
they be seen. He was more enthusiastic about the second 
edition of the Chauve Spuria and he thought that the pantomime 
of M. Kitchetovsky more than warranted the importation of the 
entire group.5 The third edition was "sheer delight from be-
ginning to end," and Hornblow commented: 
1. Review of the French Theatre Du Vieux Colombier, March 
1919, p. 143, see also April 1919, p. 206; May 1919, p. 274. 
2. See Karl K. Kitchen, "The Moscow Art Theatre," August 
1914, p. 56. 
3. Florence Gilliam, "'The Bat* A European Sensation," 
January 1922, p, 236. 
4. Review of Chauve Souris. April 1922, p. 236. 
5. Review of the Chauve Souris. September 1922, p. 151, 
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There is no doubt but that America's artistic debt to 
these visitors is huge—beyond estimate. No form of 
entertainment in the land but that will fall eventually 
under the influence of Chauve-Souris methods, directly 
or indirectly. Already it is becoming obvious on 
Broadway and in vaudeville. Amateurs are making free 
with its scenic patents everywhere. We may find our-
selves a nation with some color in it yet thanks to 
these exiled children of a dead Czar. • • • 
Here certainly is a show with genius stirring in its 
every effort. Not to see it is cultural disaster. 
Because of the success of the Chauve Souris. Morris Gest 
was able to persuade the Moscow Art Theatre to come to America 
in January, 1923. Oliver M. Sayler heralded its coming as an 
"opportunity to formulate an esthetic judgment of the first 
order," and he contributed an excellent article on the history 
and influence of the organization.2 After seeing the first four 
performances of the group, Hornblow called the Moscow Art 
Theatre "the greatest group of actors in the world in an in-
spiring repertory." He claimed it demonstrated "acting in its 
greatest expression," and he explained why it was great: 
/it is/ an outcome of the simple ingredients of sincerity, 
work, and self-effacement Moulded into form by a policy 
of direction that permitted nature to be its guide and that 
followed standards as consistently wise as they have been 
true and effective. Theirs is the creed that feeling is 
more important than pose, thought more effective than 
gesture. And on that creed they have established them-
selves as the paramount dramatic artists of the world. 
1. Review of the Chauve Souris. December 1922, pp. 375-376. 
2. Oliver M. Sayler, "Europe's Premier Playhouse in the 
Offing," October 1922, pp. 215-218. See also J. F. Taylor, 
American Relief Administration, "Russian Actors Under Soviet 
Rule,*' May 1922, pp. 298, 338, and "New York Premiere of 
Moscow Players at Hand," January 1923, p. 14. . 
Hornblow was equally impressed with the ensemble playing: 
The secret of the Moscow Art Theatre's perfection 
seems to lie primarily in its abnegation of personality 
to the betterment of the whole. The artist who plays 
the Tsar in Fyodor one night may and does play the 
clerk in The Cherry Orchard the next. The actress who 
"comes on" in the cathedral scene of Fyodor may be seen 
a few days later in the leading feminine role of The 
Lower Depths. Here only is art and service., Such a 
thing as the publicity department of an important 
manager in New York which is under instruction to furnish 
only portraits of his stars to the press is unknown to 
the Stanislavsky system. Such a thing as an actor's 
wearing a handkerchief in his cuff while enacting the 
part of a safe-cracker because "his public" wishes to see 
him, not so much as the character, but as himself, is 
unknown to the Stanislavsky creed of "soak yourself 
in your part, live it intensely, forget your audience 
and let your language, your gestures, your every 
movement interpret, not you nor your personality, but 
your role." 
and with the manner in which each individual actor performed 
his role no matter how small or large that role may be: 
The Moscow Art Theatre artists listen. When they are 
not actually speaking their every react'ion is inwardly 
and on the surface the one most natural in consequence 
of the situation being unfolded. When Katchaloff, as 
the Baron, weeps in a fit of rage, he dries his eyes, not 
at once and in centre-stage, but later on when he is at 
one side and at a time when the average actor would count 
the gesture as lost, not realizing that being done so 
utterly naturally the touch gains double strength, I 
have not seen a part played anything but perfectly in all 
of the first four productions. The smallest bit is 
obviously given an attention equal to that of our usual 
'lead." The walk of a servant who merely opens a door 
is made a gem of verisimilitude. The ensembles or "mob 
scenes" are triumphs of intelligent detail and individual 
artistry at every point. The cries off stage, the calls, 
the shrieks, the music—all carry the mark of life and 
carry home to the brain and heart as being true and 
therefore tremendously important and affecting. 
In 1908 when Mme. Komisarshevsky appeared in a Russian 
translation of The Doll's House. Hornblow had complained that 
it was useless to give a performance in Russian because it 
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was the most incomprehensible of any language for an American,* 
However, with the Moscow Art Theatre the bar of the alien 
tongue meant nothing and "before the first act is half over 
one's consciousness seems to be absorbing every slight meaning 
of every line. One literally hangs on the very words that 
spoken otherwise would seem by gibberish. Here is the 
universal language." Hornblow also assessed the importance of 
the Moscow Art Theatre's visit: 
Only the years may tell what this organization will 
leave as its heritage to the body and form of our native 
stage. It is incredible to believe that so eminent an 
example of the merits of sincerity and painstaking 
devotion to the theatre's task can pass from us without 
having given the artists of tomorrow a new and higher 
sense of their function and their role to come. If 
personality exploitation has been made to appear as it 
is, vulgar and stupid, in the face of the inevitably 
greater accomplishment of the group, then will the 
Moscow players have done no little toward placing the 
American actor on a new plane of intelligence and 
artistic position.2 
The Moscow Art Theatre created a storm of praise and comment, 
and The Theatre was proud4 to present Richard Boleslawsky's 
"Stanislavsky—The Man and His Methods." 
The success of the Moscow Art Theatre meant more to 
Hornblow than just the opportunity for Americans to see great 
1. Review of Mme. Komisarzhevsky in Repertoire, April 1908, 
p. x« 
2. Review of The Moscow Art Theatre, March 1923, pp. 15-16. 
3. See Heard on Broadway, March 1923, p. 39; also Anne 
Archbald, The Play Guide, April 1924, p. 1A, and Heard on 
Broadway, June 1923, 
4. See Hornblow*s>. introductory remakes accompanying Richard 
Boleslawsky, "Stanislavsky—The Man and His Methods," April 
1923, p. 27. v ' 
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acting; it was also justification and support for his never 
ending campaign to establish stock companies similar to those 
of Wallack, Daly, and Palmer: 
, , • .The truth is, the box-office success of the 
Russians has been an eye opener. The commercial 
manager has learned something he never before 
believed—that the theatregoer cares less about 
costly scenery and the looks and personality of 
the star than he does about real acting. It is 
the writing on the wall. The secret of the 
Russians' success is that they are a stock 
company in which no particular performer is ex-
ploited at the expense of the whole. The pernicious 
outgrowth of commercialism, the star system, the 
curse of the American stage, is entirely absent 
from the Russian organization. They have no stars. • • . 
The sooner we emulate their example, the better it 
will be for our theatre. The star system and the long 
run must go. The triumph of the Russians points to 
a reaction in favor of the old stock company with 
frequent change of bill. Then we may hope once more 
to breed actors, and our managers will again be able 
to play to capacity with home talent, without having 
to import players from Russia or anywhere else.1 
The readers of The Theatre were prepared for the December 
1925 visit of the Moscow Art Theatre Musical Theatre of 
Vladimir Nemirovitch-Dantchenko by a comprehensive article on 
the organization by Oliver M. Sayler, Hornblow was just as 
enthralled with the Musical Studio as he had been with its 
parent: 
1. Arthur Hornblow, 011a Podrida: Editorial: "What the Russian 
Players Taught Us," May 1923, p. 7. See also Ludwig Lewisohn, 
"An American Art-Theatre—Why Not?" August 1923, pp. 9, 60; 
also Hornblow, 011a Podrida: "America's Tribute to Foreign 
Talent," January 1924, p. 7, 
2, Oliver M. Sayler, "The Lyric Daughter of the Sober 
Russians," September 1925, pp. 12, 56, 
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As to the Russians* presentation of the Aristophanes 
classic./Lysistrata/ one can only say they do it 
superbly as we in America have never yet seen it 
done. The single stage picture, showing the slender 
white columns and stairways of the Acropolis, grace-
fully silhouetted against a vast expanse of sky of a 
gorgeous Mediterranean blue, is an unforgetable 
setting of colorful, classic beauty. 
Hornblow had been somewhat disappointed with the Moscow Art 
Theatre's scenery and lighting, but he felt that "a distinct 
achievement in the constructivist decoration is the manner in 
which the Russian designer, Rabinovitch, has handled the 
problem of space" in the Musical Studio's production of 
Lvsistrata. He also commented that only superlatives could 
describe the mass movements, the costuming, the acting, the 
stage direction, the grotesque make-up, the perfect rhythm and 
harmonious ensemble of the production,1 
The performances by Bernhardt, Duse, the Irish Players, Le 
Theatre du Vieux Colombier, and the Moscow Art Theatre had 
provided Hornblow with some of his greatest theatre experiences, 
They had also supplied him with some of the standards by which 
he judged American acting, American acting would have 
difficulty measuring up to them. 
1. Review of the Moscow Art Musical Theatre, February 1926, p. 
15, See also Grenville Vernon, "Music—Review of the Moscow 
Art Theatre Musical Studio," March 1926, p. 34 for criticism of 
its performance of Carmencita and tjhe Soldier. Vladimir 
Bakaleynikoff'a adaptation of Bizet's Carmen. 
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CHAPTER VI 
AMERICAN ACTING 
In 1901, when The Theatre first appeared, the realistic 
style of acting was predominant on the American stage. It was 
characterised by speech and movement that tried to suggest real 
life. The realistic actor wished to give the impression that he 
was living, not acting the role. The Theatre maintained a 
primary interest in acting and it published over 700 articles 
and items about American actors, actresses, and acting. The 
2000 play reviews also contain much concerning acting. A great 
majority of the articles are concerned with individual actors, 
most of whom employed the realistic style, and the articles 
demonstrate the interest of the public in the "star." It would 
be safe to say that almost every actor and actress of any 
importance on the Broadway stage or in the Art Theatres of New 
York between 1901 and 1931 was at some time or another the 
subject of an article in The Theatre. The great American actors 
and actresses prior to 1901 were also subjects of articles. 
Not only were individual performers of interest to the magazine 
but disoussions of the art and principles of acting were also 
printed. 
In view of the great number of articles about realistic 
actors and actresses and in view of how important Hornblow 
considered acting in the production of a drama, it is surprising 
to find that he had little to say about realistic acting. Only 
once in twenty-six years did he give any substantial indication 
of what he expected the "new" style of acting to be: 
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In the old-fashioned style of acting—elocution and 
posture—she /Nance O'Neil/ is even without a rival* 
What, then, prevents the enthusiastic submission of 
the public to her? An actress, to be successful, must 
make an appeal wider than to one locality. What no 
doubt proves a serious obstacle to her general accept-
ance is the misapplication of her own qualities and 
merits. Assuredly, she has temperament, judgment and 
good sense back of all this art, but the consciousness 
of that art overwhelms her, making her mechanical. Let 
her retain the art, but add to it truth, thus rendering 
the art really subordinate and a means to an end only. 
War there ever an orator who was merely or mainly an 
elocutionist? Once pitch the voice above the natural 
key, and artificiality takes the place of naturalness. 
In short, Miss O'Neil is giving too much attention to 
the externals. Otherwise, she is an exceedingly 
interesting figure on our stage, and a career of dis-
tinction is possible for her if she subordinates elocution, 
posture and gesture to spiritual intimacy with the 
characters she depicts. In that case, where now her 
face lacks mobility of expression, her eyes will speak 
and her countenance will be irradiated with the changeful 
demands of the soul.1 
However, Hornblow was not very clear nor consistent in his 
distinction between the old style acting and the new style (he 
did not use the term "realistic" acting). Often he complained 
that the old style had too much pose and considerably too much 
gesture, but when he compared it with the new style, he praised 
it for its grand manner, its gesture, and its ability to stir 
spectators to their depths. Often he praised the new style 
for having economy and simplicity, but when he compared it with 
1. Review of Nance O'Neil in Repertory, January 1905, p. 2. 
For further opinions of her acting see Henry P. Goddard, 
"Some Players I Have Known," September 1908, pp. 237-238, 
and Ada Patterson, "Nance O'Neil and the Mantle of Cushman, 
Chats With Players, No, 36," March 1905, pp. 62-64, For her 
own opinions on the art of acting see Nancy O'Neil, "The 
Unloved Woman on the Stage," June 1920, p. 516, 
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the old style he complained of its "repressiveness" and lack 
of emphasis on vocal technique. Generally, Hornblow followed 
simple criteria: good acting was natural and bad acting was 
artificial. Among the American performers he praised for 
demonstrating "natural" acting were Mrs. Fiske,1 Frank Keenan,2 
3 4 5 
Robert Edeson, Clara Bloodgood, Blanche Walsh, David 
1. Review of Mrs, Fiske in A Doll's House. August 1902, pp. 3-4; 
Hedda Gabler. November 1903, p. 267; Rosmersholm. February 1908, 
p. 34; Pillars of Society. May 1910, p. 131. From the amount of 
material in The Theatre concerning Mrs. Fiske, it would appear 
that she was the leading non-Shakespearean American actress of 
her time. Among the many articles about her in the magazine, 
the following contain the most important material: Ray Abthorpe, 
"Some Unique Performances," August 1919, p. 102 (Mrs. Fiske in 
A Doll's House); F, H, McM., "The Art of Mrs, Fiske," June 1902, 
p. 9; Henry Tyrrell, "Minnie Maddern Fiske: An Impression," 
October 1903, pp, 246-250; Mrs, Fiske, "Effect of Stage Fright 
on the Actor," November 1901, pp. 20-21; Chester T.,Calder, "Mrs. 
Fiske—Our Intellectual Actress," June 1913, pp. 182-184; Marc 
Goodrich, "Who is the Best American Actress?" December 1925, pp. 
9, 56: Ada Patterson, "Mrs. Fiske's Tribute to her Mentor (Mr. 
Fiske)" February 1924, p. 64; W.W. and Minnie Maddern Fiske, 
"Sex Nonsense on the Stage," November 1921, p. 294. 
2. Review of The Hon. John Grigsby. March 1902, p. 3. See also 
Frank Keenan, "My Beginnings," March 1908, pp. 78-80 and "Actors 
and Puppets," August 1908, pp. 221-222. 
3. Review of Soldiers of Fortune. April 1902, p. 6. See also 
W. de Wagstaffe, "A Talk with Robert Edeson, Chats with Players, 
No. 13," December 1902, pp. 22-25 in which he emphasises that 
he is an American actor in American plays. See also Robert 
Edeson, "My Beginnings," July 1906, pp. 178-180. 
4. Review of The Girl With the Green Eves. February 1903, p. 30. 
See also Harry P. Mawson, "The Fascinating Mrs. Bloodgood, Chats 
with Players No. 18," May 1903, pp. 118-121. 
5. Review of Resurrection. March 1903, p. 58. See Blanche 
Walsh, "Their Beginnings," July 1905, pp. 181-182 in which she 
reveals that she always carries her mother's ashes with her 
wherever she goes; and Harry P. Mawson, "From Trilby to 
Tolstoy," June 1903, pp. 148-150. 
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1 2 3 4 
Warfield, Wilton Lackaye, fithel Barrymore, Frances Starr, 
5 6 7 
Eleanor Robson, Nazimova, Frank McGlynn, and Pauline 
8 
Lord. Among those Americans, who, according to Hornblow, some-
1* Review of The Music Master. November' 1904, p* 2, and review 
of A Grand Army Man. December 1907, p. 319. See also David 
Warfield, "My Beginnings," February 1906, pp. 41-42, "p_o Actors 
Feel the Emotion They Portray?" December 1906, p. 330 /Yes/, 
and "How I Created 'Simon Levy'", March 1902, pp. 16-17. See 
also Archie Bell, "The Other Side of the Gentle Music Master," 
July 1910, p. 18 (he is a card shark); and Ada Patterson, "David 
Warfield—The Actor and the Man," January 1905, pp. 17-19. 
2. Review of Trilby. June 1905, p. 133. See Wilton Lackaye, 
"Endowed Theatre and the Actor," August 1901, pp, 13, 14 and "My 
Beginnings," October 1905, pp. 250-252. See also Wendell 
Phillips Dodge, "The Actor in the Street," February 1909, pp. 
49-50 and Ada Patterson, "Wilton Lackaye Talks of the Actor's 
Art, Chats with Players, No. 26," May 1904, pp. 119-122, 
3. Review of Allce-Sit-By-the-Fire. February 1906, p, 32. 
4. Review of The Rose of the Rancho. January 1907, p, 5, See 
also Ada Patterson, "How Frances Starr Trained for the Role of 
a Nun," April 1915, pp. 174-176. 
5. Review of Saloray Jane, March 1907, p. 60. See also Ada 
Patterson, "Eleanor Robson—From Debutante to Star, Chats with 
Players, No. 40," July 1905, pp. 170-172. 
6. Review of The Master Builder. November 1907, p. 288, See 
also Anne Peacock, "Mme. Nazimova to Enact Her Ideal Woman," 
September 1907, pp. 231-232 (Hilda in The Master Builder): 
Anon,, "Mme. Alia Naaimova as Ibsen's Nora," March 1907, p, 72; 
Anon., "Nazimova—An Apostle of the Drama," March 1917, p. 144; 
Anon., "Russian Artiste Becomes an American Star," January 
1907, pp. 12-13; Alia Naaimova, "I Come Full Circle," April 1929, 
pp. 18, 64, 74; Lucille Erskine, "Nazimova—The Unknowable," 
December 1912, pp. 186-190; and Ada Patterson, "An Interview 
with a Multiple Woman, Chats with Players, No. 56," August 1907, 
pp. 219-221, The impression one gains from all these articles 
is that the writers are trying to make Nazimova the American 
Duse. 
7. Review of Abe Lincoln. February 1920, p, 97. See also 
Charlton Andrews, "Personality Portraits," February 1920, p. 88, 
8. Review of Anna Christie. January 1922, p. 29, See also 
Carol Bird, "A Chat with Anna Christie," March 1922, pp. 162, 
192, and Alice Rohe, "The Poignant Women of Pauline Lord," 
April 1925, pp. 20, 58. 
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times demonstrated "artificial" acting were Kyrle Bellew,1 
2 3 
Otis Skinner,* and Margaret Anglin. 
It is evident that except for the acting of Shakespeare, 
Hornblow had little regard for contemporary American acting. 
His highest praise was bestowed not upon Americans but upon the 
Irish Players, the Copeau company of Le Theatre du Vieux 
Colombier, and the Moscow Art Theatre. In 1925 when he reviewed 
the development of the American stage during the previous twenty 
five years, Hornblow found progress in all the arts of the 
theatre except acting: 
But there is one important matter in which the Commercial 
theatre has failed. It has done nothing for the actor's 
art. Under its dollar-marked regime the art of acting has 
deteriorated. Mediocre talent has been elevated to the 
dignity of stardom and mere personalities pushed into the 
limelight regardless of ability. Present-day theatre-goers, 
who, from lack of a standard, hardly know good acting from 
bad, have swallowed the bait of sensational publicity and 
1. Review of The Lady of Lyons. June 1902, p. 4. See also 
Kyrel Bellew, "My First Appearance on Any Stage," November 
1906, pp. 304-305; and W. de Wagstaffe, "A Latter-Day Cavalier, 
Chats with Players No. 7," June 1902, pp. 10-12. 
2. Review of The Duel. March 1906, p. 54. Mr. Skinner seemed 
eager to discuss the art of acting, see Otis Skinner, "My 
Beginnings," May 1906, pp. 118-119, "The Job of Being an Actor," 
July 1919, pp. 18-20; "The Art of the Actor," April 1902, pp. 
19-20; also Ada Patterson, "Otis Skinner—America's Leading 
Romantic Actor," March 1912, pp. 101-103; Henry Tyrrell, 
"America's Foremost Romantic Actor, Chats with Players No. 23," 
January 1904, pp. 8-9; and Wendell Phillips Dodge, "The Actor 
in the Street," June 1908, p. 156. 
3. Review of The Great Divide. November 1906, p. 284. See 
also Anon., "Margaret Anglin and Lena Ashwell in Mrs. Dane's 
Defense," January 1907, p. iv; Margaret Anglin, "My Beginnings," 
December 1905, pp. 314-315; W. de Wagstaffe, "Chats with 
Players, No. 5," April 1902, pp. 12-15; H. P. Godd*rd, "Players 
I Have Known," August 1913, p. 70; Margaret Anglin, "The 
'Star' Idea," December 1920, p. 364. 
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accept the counterfeit for the genuine article. To those 
theatregoers who recall the acting of former days—the 
beauty of Edwin Booth's Hamlet, the majesty of his 
Richelieu; the picturesqueness and poetical charm of 
Lawrence Barrett's Gringoire; the tender beauty of 
Modjeska's Rosalind; the fierce, tempestuous passion 
of Salvini's Othello; the delightful drollery of 
Joseph Jefferson's Bob Acres, much of the acting 
seen now is, as William Winter used to say, about as 
interesting as the sawing of wood. . . . 
To-day we have no histrions of the first rank. We 
have many players of remarkable talent—talent which, 
fostered under better conditions, would blossom with 
the finest in the glorious traditions of our stage. 
But present-day conditions are not favorable for the 
development of great actors. Most of our players are 
content to be mere walking ladies and gentlemen, with 
no greater ambition, once they have secured a part in 
a successful play, than to go on playing it till the 
crack of doom. With most players acting is an economic 
urge rather than an artistic one. Long runs and a 
single role mean big money; short runs and a variety 
of roles mean hard work and little money. The actor 
has to live, and so he sells his "art" , or his personality, 
to the highest bidder. But then let him not call himself 
an artist. He is a business man. How can an actor 
hope to acquire versatility or gain in artistic stature 
if he is content to remain a mere well-groomed puppet 
in the same play year in, year out? 
The "play's the thing," but the actor too, has his 
importance. Without the actor, the Theatre itself must 
perish. Sooner or later, there must be a return of 
the permanent stock company, the only system which can 
bring real dignity and importance to our Theatre.1 
The last two editors of The Theatre. Perriton Maxwell and 
Stewart Beach tried to defend American acting, but they presented 
weak cases,2 
1, Editorial: "What Our Theatre Has Gained and Lost in Twenty-
five Years," May 1925, p. 7, See also Hornblow, 011a 
Podrida: "Absurdities and Injustices of the 'Star' System," 
July 1923, p. 7,, and The Editor's Uneasy Chair: A Dearth of 
Native Actors," November 1924, p. 7. See also Walter Prichard 
Eaton, "Our Mumbling Mummers," April 1929, pp, 15-16, and 
Daniel Frohman, "Passing of the Famous Stock Companies," 
May 1925, pp. 18, 66, 
2. Perriton Maxwell, Editorial, July 1927, p. 26 and Stewart 
Beach, Editoiial: "In Defense of Acting," March 1930, p. 15, 
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Although Hornblow had little to say about American 
realistic acting, he wrote much about American Shakespearean 
acting. He appears to have had four standards for judging 
American Shakespearean acting. First, he demanded that 
Shakespearean actors be familiar with the traditional manner of 
acting each role: 
Tradition cannot be ignored or defied in the acting of 
Shakespearean plays. We have some very distinguished 
and established actors who seem to think otherwise. 
For the most part, the traditional acting of certain 
scenes in Shakespeare represents the highest ex-, 
pression, and whenever actor or actress evades the 
tradition, it is because he fears to measure himself 
with the highest.1 
William Faversham was responsible for an "elaborate, intelligent 
and impressive production of Julius Caesar, but Hornblow felt 
that "the big, impelling, spirited note of the traditional" was 
lacking,2 In their 1916 production of Macbeth James K. Haokett 
and Viola Allen deliberately defied tradition in an effort to 
suggest new interpretations of Macbeth and Lady Macbeth and to 
add a note of "novelty" to the production. Hornblow was not 
pleased with the attempt because "in the mad demand for novelty 
established values of convention are cast aside and something 
1, Review of Aldora Shorn's Hamlet. March 1905, p. 58. This 
review is truly a blistering attack on Shem, 
2, Review of Julius Caesar. December 1912, p. 162, For 
Faversham's personal views on acting see Ada Patterson, "William 
Faversham—An Interview, Chats with Players No. 30," September 
1904, pp. 221-223. 
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supplied which does not take its place,"x The Sothern-
Marlowe productions purposefully ignored tradition: 
In other words, the Sothern-Marlowe Shakespearean 
productions are plainly designed to be as different 
as possible from any that have been shown. Too 
much innovation is often dangerous. The moment a 
too obvious calcium light is introduced into Shake-
speare, that moment his genius for nature is outraged. 
As soon as you stop the action in order to have us 
admire the beauty of the moonlit scene, in which a 
splendid gondola slides beneath the bridge into view 
for the mere sake of the picture, true art hides in 
the shadows, , • ,Again throughout the play the 
effort seems to be to utter the lines in the most 
prosaic fashion possible.2 
Hornblow was savage in his attack on their production of Taming 
of the Shrew, commenting that if one liked his Shakespeare 
playad a la Weber and Fields this production would be amusing. 
He complained that Sothern had desecrated the classic inter-
pretation of the play: 
1, Review of Macbeth. March 1916, p. 123. For Miss Allen's 
views on playing Shakespeare see Viola Allen, "The Difficulties 
of Playing Shakespearian Heroines," December 1906, p. 322*, 
and Edward Fales Coward, "An Interview With Viola Allen, Chats 
With Players, No. 15," February 1903, pp. 44-46 in which she 
tells of her experience in playing Shakespeare with Salvini, 
See also Viola Allen, "My Beginnings," April 1906, pp, 93-94 
and Viola Allen, "An Optimistic View," December 1902, p, 32, 
2, Review of Sothern-Marlowe Repertoire, December 1905, p, 291, 
Of oourse, not everyone agreed with Hornblow, Oscar W, Firkins 
praised Sothern because he amplified "the dialogue by bits of 
stage-business at once daring'and adroit which add lifellkeness 
and sometimes even poetry and imagination, to the test,.... •" 
(Osoar W. Firkins, "Sothern and Marlowe—An Estimate," 
October 1913, p. 118.) Miss Marlowe seemed to be quite fluent 
on the principles of acting: Julia Marlowe, "The Essentials 
of Stage Success," December 1901, pp, 13-15; Ada Patterson, 
"Julis Marlowe—The Actress and Woman," December 1903, pp, 
297-300; and Henry P. Goddard, "Players I Have Known—Two 
Julias," February 1907, pp. 45-47, vi. 
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There is no harm in trying to do old things in a new 
way when the new way is a better way, but beware of 
sacrilege. The tradition of 300 years may be safely 
relied upon for a faithful, classic performance, and 
that is the only Shakespeare we want, Mr, Sothern's 
conception of Petruchio is entirely mistaken. He 
plays the lusty husband as a teasing schoolboy; not 
as a man who merely assumes his rage for a purpose* 
All the new farcical "business" introduced, such as 
having Katharine tread on his toes, pull his ears, throw 
chairs around etc, is both unnecessary and ridiculous* 
In the din and racket of these unseemly antics the 
delicacy and beauty of the lines are entirely lost. 
The fooling with the priest with whom Petruchio dances 
in after the marriage, and the throwing of a cup of 
mead in the sexton's face, are violations of good 
taste* There is some authority for this horseplay 
in the text, but it was not intended to be acted. 
Gremio tells of it having happened at the church. 
Acting it makes the scene offensive. • • *1 
Hornblow compared Walter Hampden's interpretation of Othello 
with those of Salvini, Booth, and McCullough and found it dis-
appointing: "the palpable playing for points is ever to be de-
plored, but there are some high lights in Othello which the 
employment of the traditional brings into the highest relief."2 
He was pleased with Robert Man toll's Gloucester in Rlcha.ro; III 
because it was a "good, old-time traditional Gloucester, such 
as was presented every Saturday night by an established 
favorite and tried performer in the palmy days when Shakespeare 
1.* Review of faming of the Shrew. November*1905, p. 268, 
2, Review of Othello> March 1925, p. 62. Clayton Hamilton 
disagreed with Hornblow's opinion of Hampden's Othello, 
Hamilton had seen the production in Los Angeles, Hartford 
and Brooklyn before Hampden had taken it to Broadway,vHamilton 
considered it even better than Hampden*s Hamlet and'he quoted 
John Ranken Towse who had seen Salvini's Othello thirty;or ' 
forty-times, Towse said: "This man ranks with Salvini;—not 
so great, not quite so great, but incomparably the greatest of 
our time." (Clayton Hamilton, "Critics Hail a New and Great 
Othello," September 1923, p. 9.) 
had a following on the Bowery and lower Broadway, It is 
nttrtr subtle, but always picturesque,"1 
Hornblow did not demand strict obedience to tradition. He 
recognised that "it might be possible for the acting inter-
pretation to be on entirely, or substantially, new lines, 
entirely free from traditional points. A success in that 
direction would be a sensational triumph of genius in every 
detail."2 John Barrymore's portrayal of Richard III could be 
classified as a sensational triumph of genius: 
With a fine aptitude, a noble devotion to a high ideal 
and earnest work. John Barrymore has reached a high and 
honorable place in the dramatic world. It is not too 
much to say that he is today the hope and leader^of what 
is best and most artistic on the American stage. He 
has reached this distinguished apex by judicious, 
thoughtful labor and by his recent interpretation of the 
name part of Richard III has capped his youthful head with 
still more laurels. 
The original traditions of the bloody Richard, from 
Edmund Kean to Edwin Booth, have gradually faded away, 
Mantell alone is left to represent the Gloster of the 
old school. Nearly twenty years ago, Richard Mansfield 
gave his rendering which, at the time, was deemed epochal, 
1. Review of Richard III. January 1905, p. 3. For more 
information on Mantell see Edward Fales Coward, "Rehearsing 
a Shakespearian Tragedy," April 1909, pp. 108, x in which one 
of Mantell's rehearsals of King John is described; and 
Mabel S. Keightley, "Robert Mantell—Last of the Heroic 
Shakespearean Actors," March 1915, pp, 122-123; and Robert B, 
Mantell, "Personal Reminiscences," October 1916, pp. 194-196. 
2, Review of Romeo and Juliet. January 1916, p, 10, 
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so deviating was it from the established traditions.1 
Now comes Mr, Barrymore with a still more radical 
tendency to divest it of its bloody bludgeonings and 
to invest it with a rarer subtlety, suggestive of the 
none less bloody, but more polished processes of the 
Renaissance. For the tone or motif of Mr, Barrymore's 
reading is Italianate rather than Anglo-Saxon. This 
spirit even attaches to his dressing of the part. 
Mr. Barrymore*s Richard is a most interesting 
artistic experiment. He strikes put in new directions 
with a fine insight for effects, he uses methods almost 
his own to reach results others have obtained by sheer 
brawn and muscles. He makes his audiences respond to 
the delicate workings of his brain and so produces a 
portrait which, if not quite the humpbacked tyrant of 
Shakesperian line, is still something wonderfully 
brilliant, daringly bold and insistently fascinating. 
His approach to the throne of England is accomplished 
by fine acting, subtle, fluent, adroit, finished, and 
with a quality of humor debonnalre and convincing that 
helps to make comprehensible this monster's uninterrupted 
progress to the crown. 
1. Hornblow had not always praised Mansfield's departures 
from tradition in his interpretation of Shakespeare. The most 
scathing criticism Hornblow ever wrote of a Shakespearean 
production was of Mansfield's Julius Caesar. Hornblow complained 
that his interpretation of Brutus was "degenerate, Ibsenish. . , • 
There is absolutely no authority or excuse for the ghastly, 
sinister, almost grotesque figure Mr. Mansfield presented during 
the first three acts. . . •" (Review of Julius Caesar. January 
1903, p. 3,) Of the many articles in The Theatpre concerning 
Mansfield, the following give the best analysis of his acting: 
Henry P. Mawson, "Richard Mansfield's True Rank as an Actor," 
October 1907, pp. 282-284, ix; Archie Bell, "Were Mansfield's 
Eccentricities Proof of Genius?" December 1907, p. 323; and 
Paul T. Case, "The Real Richard Mansfield," August 1914, pp. 
58-62, 88. See also "Mr. Mansfield's Richard III," March 
1907, p. x; a collection of various opinions about Mansfield's 
acting of the role. 
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Once a King, he seemed to partially lapse more into 
the conventional lines, . • ,1 
Hornblow's second demand of Shakespearean actors was that 
they have perfect enunciation and elocution and the ability to 
read verse properly. He complained that "in elocution and 
variety of expression, latter-day performances fall short of 
those given in the day when elocution was more of an art, when 
every actor was trained to the delivery of verse,"2 Insufficient 
training and experience in elocution and the reading of verse 
marred the performances of many of the actors in Viola Allen's 
3 
production of Cvmbeline: of Oswald Yorke in the New Theatre's 
A 
production of Twelfth Night: of John Drew in Much Ado Ab,out 
Nothing: and of W, Lawson Butt in The Merrv Wives of Windsor.6 
Hornblow was especially disturbed by Lauretta Taylor's attempts 
1. Review of Richard III. April 1920, p. 310. William Seymour, 
"Some Richards I Have Seen," June 1920, pp, 502, 565, compared 
the Richards of Barrymore with those of Lawrence Barrett, the 
Booths and others and concluded that Barrymore's was second 
only to that of John Wilkes Booth, Only Sir Herbert Beerbohm 
Tree's interpretation of Shylock received as much praise from 
Hornblow in regard to originality of treatment. See Review of 
Merchant of Venice. June 1916, pp. 335, 366, 
2. Review of Viola Allen's Production of The Winter's Tale. 
February 1905, p. 30. 
3. Review of Cvmbeline. December 1906, p. 316, 
4. Review of Twelfth Night. March 1910, p, 67, 
5. Review of Much Ado About Nothing. October 1913, p. 110, 
6. Review of The Merry Wives of Windsor. February 1917, p. 
87. ' 
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to act Katharine, Juliet, and Portia: "Everyone is familiar 
with Miss Taylor's tricks of speech. Effective as they are in 
the Pegs and Jennies they do not lend themselves to a nice 
interpretation of the Shakesperean iambic."1 He was harsh with 
Frits Leiber: ? 
Histrionically, Mr. Leiber has had a valued experience 
in a now almost extinct school. He thoroughly knows the 
fundamentals of the poetic drama. He is possessed of 
its traditions and he senses values, save two at least. 
The worth of a graded crescendo has eluded him and 
considering that he reads with a nice appreciation of 
rhythm and sense he is careless with his diction. He 
pinches his voice and produces nasal tones for he will 
not open his mouth. In this way consonants and vowels 
equally suffer. I wish, too, there was a little more 
elegance in some of his pronunciation,2 
Hornblow was also displeased with Marjorie Rambeau as Rosalind: 
Her performance was uneven and the Ellsabethan manner 
lacking. Her reading was often faulty. She was in-
clined to slur her lines and misplace the emphasis, 
which, in a Shakespearean player, is as heinous an 
offense as singing off key is in a singer. 
1. Review of Laurette Taylor in Shakespeare, May 1917, p. 87. 
It is interesting to note that Miss Taylor had no formal 
training as an actress, she called herself self-trained, 
modeled on Bernhardt; see Ada Patterson, "Laurette Taylor— 
A New Star," March 1913, pp. 82-63; see also Laurette Taylor, 
"Versatility," January 1918, p. 32 in which she discusses the 
need of playing a variety of roles; and Carol Bird, "A 
Dressing Room Chat with 'Peg'" May 1921, p. 322 in which she 
voices her fears of getting old, and Edwin Carty Ranck, "Charm 
Vs. Acting On the Stage," May 1917, pp. 282, 316 in which 
some attempt is made to analyse her success. 
2. Review of Hamlet. February 1919, p. 78; see also Review of 
Frits Leiber in Shakespearean Repertoire, March 1921, p. 222, 
and May 1930, p. 48 and "Frits Leiber and the Chicago Civic 
Shakespeare Company," May 1940, p. 26. 
3. Review of As You Like It. June 1923, p. 15. 
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He praised such actors as Louis Calvert who as usual, 
read "with fine fluency and elocutionary variety;"1 Tyrone 
Power, "one of the few notable readers of heroic verse now 
left to the stage;"2 Walter Hampden whose "voice and diction 
and experience in reading blank verse are valuable assets;" 
and Forbes-Robertson of whom Hornblow said: "And what real 
mental rapture it is to hear the Shakespearean verse expressed 
with such refined intonation, distinction, expression, and above 
all, with the vivid mentality that lurks behind."4 And he was 
highly pleased with the vocal aspects of Eleanor Robson's 
performance as Juliet: 
It was a pleasure to hear Miss Robson in the beautiful 
passionate lines. Her lovely voice, contralto in its 
tones, with the possibility of tears never far away from 
it, was a constant delight to the ear. One could have 
listened to suoh music with real gratitude for a much 
longer period than the short quarter of an hour the 
scene requires. /"The balcony scene7 In this gift, a 
heaven-sent one to an actress, Miss Robson is blessed, 
and to touch upon it first is only natural when one 
considers what a feature her voice has been in the 
success of this young and ambitious actress.5 
1, Review of The Tempest. June 1916, p. 334. 
2, Reviews of Julius Caesar. May 1918, p. 286 and December 1912, 
p. 162. 
3, Reviews of Macbeth. May 1918, p. 286 and Hamlet. May 1918, 
p, 316, 
4, Review of Hamlet. November 1913, p, 142. 
5, Review of Romeo and Juliet. May 1902, p. 2. 
<?' 
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Hornblow's third standard was that great Shakespearean 
roles required great interpretations. He explained why 
Sothern's interpretation of Hamlet was not great: 
Unfortunately, those actors whose ambition prompts them 
to attempt the production of a dramatic masterpiece, 
inevitably challenge incisive criticism. A great play 
demands great interpretation. Mr. Sothern's inter-
pretation of Hamlet is not great. It is earnest, varied, 
intelligent, but it is not great. Frankly, the part, in 
which he is new to New Yorkers, is too big for him. 
Great personality is required for such a role, and great 
personality is a gift of which the gods are chary, , • , 
Sothern has carried this rendering of Hamlet as far as 
intelligence and mere talent will go—beyond a miracle 
were needed to take him. . . , 1 
Hornblow also explained why John Barrymore's Hamlet was one of 
the greatest he had ever seen: 
A thrilling adventure in the theatre is finding Hamlet 
anew. When through years of bombastic mouthings of the 
immortal role one's interest in the play frets and lags 
and ever comes to die, it is startling to be confronted— 
somewhat unexpectly be it said—by a performance of the 
troubled Prince alive with virility and genius, John 
Barrymore's is such. This graduate of farces2 carries a 
pungency and intelligence into his portrayal unequalled 
by any of the many professional tragedians of recent 
years. His is a great, beautiful and rare Hamlet, An 
understandable, coherent Hamlet, Shakespeare's very own 
Hamlet. The American theatre may properly be proud of an 
actor capable of such lofty doings. 
1, Review of Hamlet. February 1903, p. 31, see also Review of 
Sothern-Marlowe in Shakespearean Repertoire, January 1922, p, 
32, Sothern wrote that he believed in hard work even if "it 
sometimes shows and robs the result of some of its spontaneity;" 
he did not rely upon "inspiration," He also believed that in 
interpreting Hamlet, the script was the source of the inter-
pretation, not what others had written about it: "After all, 
one must conform to the conception one has thought and worked 
out," From Edward Fales Coward, "Edward H. Sothern—An Actor 
with Ideals, Chats With Players, No. 16," March 1903, p. 67. 
2, See Helen Ten Broeok, "From Comedy to Tragedy," July 
1916, pp, 23, 38 for an interesting discussion of this 
transition from comedy to serious roles. 
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It is notably in the soliloquies that Mr, Barrymore 
asserts his independent, uhha'rassed conception of the 
part. For there, alone and free of conventional 
readings by divers other members of the cast, he is most 
at liberty to woo his audience with an easy, thoughtful, 
communicative investigation into the singing lines with 
which the Bard's greatest hero contemplates the ills 
of all lives and his in particular. The school of 
recitation dies hard with Barrymore, the "Shakespearean 
reader" perishes a swift and welcome death. Barrymore's 
mind is on two things—the thought of what he is saying 
and the imperative necessity of oonveying that thought 
clearly clearly to his listener. This is a fine creed 
for any actor in any role. To have done with the usual 
concern of whether one's profile is at the proper tragic 
angle or one's voice is at the proper melo-conventional 
pitch is a brilliant achievement, • , *1 
Forbes-Robertson's 1904 interpretation of Hamlet compared 
favorably with Barrymore's, and Robert Mantell*s great inter-
pretation of King Lear stood alone: 
1. Review of Hamlet. January 1923, p. 21. For an European 
opinion of Barrymore's Hamlet see J. T. Grein, "American Players 
in London," June 1925, pp. 24, 58. Other interesting 
information about Barrymore can be found in Rex Smith, "John 
Barrymore: An Amasing Personality," April 1928, pp. 23, 70; 
and B. G. Wilson, "The Foreign Menace to Our Matinee Idol,*' 
February 1924, pp, 24, 62, Harold Seton summarizes a number 
of different Hamlet interpretations in "All Sorts of Hamlets," 
July 1919, pp. 8, 56. 
2. Review of Hamlet. April 1904, p. 82. Although Sir Johnston 
Forbes-Robertson was English, he appeared in so many notable 
productions that he helped establish standards for American 
Shakespearean acting. Thus, he is included here. He discusses 
his concept of Hamlet in Ada Patterson, "An Interview with 
John Forbes Robertson," March 1907, pp. 74-78, More of his 
views on acting and the theatre can be found in Ada Patterson, 
"An Optimist of the Stage," December 1913, pp. 198-199, and 
Marion Taylor, "Forbes-Robertson's Farewell to the Stage," 
September 1913, p. 84. 
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Histrionic Titans, capable of coping with the role, are 
limited. Today Robert Mantell is the sole exponent of 
the part; and a noble, impressive rendering does he 
give. It is powerful and pathetic, instinct with the 
dignity of innate grandeur, heroic in scale and execution— 
in sum—an impersonation that puts Mantell among the • 
roster of the great ones. 
Other notable interpretations of Shakespearean heroes were 
Walter Hampden's Macbeth—a noble and impressive study in which 
he proved himself the "present leader of the American legitimate 
school;"2 and James K. Hackett's Macbeth—*'an achievement of 
high technical accomplishment, firm and secure in its 
psychological demonstration and alertly skilled in its denote-
ments of the fighting impulses for good and evil that struggles 
for possession of Macbeth's indomitable soul, • • ,"3 
Hornblow's fourth standard required the Shakespearean 
actor to suit his role both physically and temperamentally. He 
praised Haekett for having the stature, general physical equip-
ment, intelligence and liberal education which enabled him to 
cope with the role of Macbeth.4 Hornblow wanted his Hamlets to 
be good looking; Leiber was: 
1. Review of King Lear. January 1919, p. 29. 
2. Review of Macbeth. July 1921, p. 29. For the opinions of 
Alexander Woolcott, HeywoueV Broun and John Ranken Towse see 
"When Doctors Disagree," July 1921, pp. 10, 62. See also Carol 
Bird, "The Tragic Mask," August 1921, pp. 104, 132. 
3. Review of Macbeth. May 1924, p. 16. 
4. Review of Macbeth. March 1916, p. 123. For an indication 
of Hackett's success in Europe as a Shakespearean actor see 
Heard on Broadway, January 1923, pp. 39-40; Heard on Broadway, 
November 1922, pp. 321-322; "Mr. Hackett's Triumph as Macbeth," 
March 1921, p. 214; and "James K. Haekett as Othello," 
November 1922, p. 285. Montrose J. Moses gives an interesting 
history of the Haekett clan in "Famous Families of American 
Players, No. 5. The Hacketts," January 1905, pp. 13-16. 
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His countenance has just the cast for the role, for 
in addition to finely chiseled features it bespeaks 
the needed intelligence through the imposing brow, the 
thin lips, quivering nostril and big brilliant and 
expressive eyes. He has presence too, a good figures 
which he bears with grace and instinct quality.1 
But Hampden was not a handsome Hamlet: 
The elocution is excellent, but the whole assumption 
lacks rhythmic grace, both physical and vocal. His 
presence is not princely, not does he carry himself 
well.2 
He praised Jane Cowl as Juliet: 
Miss Cowl shines resplendently—her virtues being 
especially those which prove the folly of an older 
woman's essaying the part unless equipped with the 
mimetic genius of a Siddons. If at times, notably 
in the potion scene, her delivery seems declamatory 
and unnatural, one must ascribe the excess to that 
very immaturity we cry for in the role. Suffice to 
say, that the Cowl Juliet is the loveliest in many 
years, wholly bewitching and almost constantly genuine. 
1. Review of Hamlet. February 1919, p. 78. 
2. Review of Hamlet. January 1919, p. 19. Again Hamilton 
disagreed with Hornblow. Hamilton stated that except for 
Forbes-Robertson's, Hampden's was the best Hamlet since Edwin 
Booth ("New York Hails a New Hamlet," June 1918, p. 360.) See 
also "Walter Hampden Humanizes Hamlet," March 1928, p. 16; 
Heard on Broadway, January 1926, p. 38; and Walter Hampden, 
"Neglect Shakespeare and the Theatre Dies," April 1928, pp, 19, 
62, 
3. Review of Romeo and Juliet. March 1923, p. 16, For an 
interesting account of how she prepared the role see Ada 
Patterson, "Jane Cowl's Approach to Juliet," October 1923, pp. 
22, 56, Miss Cowl was one of the few actresses who seemed to 
have much to say about the art of acting, see Jane Cowl, "Is 
Stage Emotion Real?" March 1916, pp. 145-146, 154; Jane Cowl, 
"Personal Reminiscences," November 1916, pp. 270-271, and 
Jane Cowl, "The Stage as a Career for Women," April 1920, 
pp. 274-276. 
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and condemned Ethel Barrymore in the same role because there 
was "not a youthful, romantic or love-swept note in any speech 
or gesture that she gave." He felt that she should concentrate 
on playing "mature and aristocratic women in the field of modern 
high comedy," However, he found Miss Barrymore suited to the 
role of Ophelia in Hampden's, 1925 production of Hamlet: 
Slim, svelte of figure and strikingly handsome, Miss 
Barrymore brings her skillful art to a gracious and 
alluring representation of Polonius* daughter. It is 
a beautiful picture she presents, while her reading 
is instinct with that intelligence and feeling which 
brings into fine relief the poignancy of Ophelia's 
tragedy.2 
Hornblow had derived some of his standards for judging. 
American realistic acting from the performances of Bernhardt, 
Duse, the Irish Players, Le Theatre du Vieux Colombier, and the 
Moscow Art Theatre. He considered most American realistic 
acting bad; he preferred American Shakespearean acting because 
it demonstrated the acting found in the old stock companies of 
Wallack, Palmer, and Daly* Hornblow's inability to recognise 
the importance and position of realistic acting in American 
theatre is similar to his inability to recognize the importance 
and influence of the motion pictures upon American theatre* 
1, Review of Romeo and Juliet. March 1923, p. 20. 
2, Review of Hamlet. December 1925, p. 15. For Miss Barrymore's 
own views on acting see "Ethel Barrymore's Stage Views," 
November 1901, p. 22 (seems to be taken from a New York Times 
interview); William de Wagstaffe, "Ethel Barrymore—An 
Impression," November 1902, pp. 20-23; William de Wagstaffe, 
"The Painted Heart of an Actress," February 1916, pp. 80-81, 
95; Ethel Barrymore, "The Heartbreak of Acting," July 1921, 
pp. 32, 62. 
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CHAPTER VII 
THE MOTION PICTURE 
The motion picture was five years old when The Theatre 
was founded in 1901. The motion picture feature by 1901 
lasted from three to four minutes. Although the first story 
telling motion picture—Edwin S. Porter's "The Great Train 
Robbery"—was produced in 1903, story telling motion pictures 
did not become general until 1906-1908.* In 1908, while the 
nickelodeon craze was sweeping the United States, The Theatre 
first took notice of the motion picture industry. Montrose J. 
Moses described the activities of the Tompkins Sq, Vaudeville 
o 
Nickelodean Theatre, The Theatre was early interested in the 
motion picture industry's phenomenal growth, and the magasine's 
more than 200 articles and items and innumerable motion 
picture reviews attest to the popularity of the new entertain-
ment medium. 
Attacks upon the motion pictures by authors in The Theatre 
began in January, 1909 when F. Oppenheimer complained that 
American motion pictures were inferior as compared with the 
1, See Benjamin B, Hampton, A History of the Movies (New York: 
Covici-Friede-Publishers, 1931), pp. 3-48. 
2, Montrose J, Moses, "Where They Perform Shakespeare for Five 
Cents," October 1908, pp, 264-265. 
i 
3, See Harry P. Mawson, "The Movies," July 1912, pp. 18-22; 
W.P.D., "Leading Managers Join 'The Movies'" May 1913, pp. 
156-158; Virginia Church, "Big Fortunes Made from Nickels and 
Dimes in Filmland," May 1915, pp, 244-246; and Paul Hubert 
Conion, "Los Angeles Rialto a Rival Broadway," August 1916, 
pp. 86-88. 
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European, J, Clarence Funk condemned motion pictures be-
cause their subjects were objectionable, their plots offended 
the intelligence, the motion picture theatres were dirty and 
unhygienic, and because girls and women when they frequented the 
motion pictures "form objectionable acquaintances that 
frequently lead to bad results,"2 
The first substantial discussion of the weaknesses, however, 
did not appear until June, 1916 when Bernard Sobel wrote that 
"the motion picture cannot make a sustained or lofty appeal to 
the intellect or spirit, because it must first of all, reduce 
everything of the mind and spirit to the physical." This 
opinion was echoed by Walter Prichard Eaton and he commented 
in 1917 that "the motion picture had produced nothing which a 
careful critic can dignify as art," Richard Ordynski explained 
that the motion picture was not art because it only copied; it 
did not create as did the stage. 
By 1918, motion pictures were being attacked mainly upon 
moral grounds, not upon artistic. Mirilo, the Motion Picture 
1. F. Oppenheimer, "The Moving Picture," January 1910, pp. 14-
16; also Rex Ingram, an important American motion picture 
director, "Art Advantages of the European Scene," January 1928, 
pp. 24, 64, 
2. J. Clarence Funk, "The 'Movies'—To-Day and To-Morrow," 
August 1914, p. 54. 
3. Bernard Sobel, "What's Wrong With the Movies?" June 1916, 
p. 356; also Lynde Denig, "Reflections on the Screen," November 
1914, pp. 227-228, 237. 
4. Walter Prichard Eaton, "The 'Art' of the Motion Picture," 
April 1917, p. 218. 
5. Richard Ordynski, "Action—Camera!" Deoember 1917, p. 407. 
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Editor of The Theatre, demanded that the public "protest 
against the producer whose product is introduced to them by 
means of indecent, suggestive titles," and he also attacked 
2 
the movie industry's lewd and salacious advertising." Harcourt 
Farmer claimed that "poor productions, unintelligent stage 
direction, stereotyped plots, maudlin sentiment, gross 
vulgarity, and dangerous viciousness were rapidly losing for the 
picture house its former great popularity."3 Although Rev, 
David Burrell believed that generally the motion pictures were 
"an enormously important, valuable, delightful entertainment," 
he felt that some sort of censorship should be exercised on the 
productions of "cheap screen dramas, made up solely to appeal 
and pander to the lowest kind of instincts, • • ,"4 But he did 
not want the Church nor the Federal Government to control the 
morality of the motion pictures. He argued that it was the 
responsibility of the business men who made the pictures. 
The Theatre editorially supported the 1921 New York State 
censorship law, because according to Hornblow, "certain con-
scienceless film manufacturers, greedy for extra profits, caring 
nothing about corrupting the morals of the community, /have/ 
1. "How Much Rope Does It Take?—" June 1918, p. 389. 
2. Motion Picture Section, October 1918, p. 245. 
3. Harcourt Farmer, "Why Not the Stupies?" December 1919, 
p, 401. 
4. Rev, David James Burrell, Pastor of the Marble Collegiate 
Church, "Can't the Movies be Decent?" August 1919, p. 107. 
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emptied their filth upon the screen. . , ," Hornblow also 
had hopes that the newly formed Motion Picture Producers and 
Distributors of America with ex-Postmaster General Hays as its 
head would be able to improve American motion pictures, the 
state of which Hornblow described as follows: 
When they are harmless, they are infantile and incredibly 
naive. Distorted and entirely misrepresentative pictures 
of actual American life, they fairly reek with sickly 
sentiment, impossible heroics, the coarsest of clowning. 
Where they are bad, they are brutally vicious, indecently 
suggestive, so soaked in violence, sensuality, and crime, 
that the foreigner, seeing us for the first time through 
such pictures, would take us for a nation of imbeciles, 
crooks and prostitutes. There is no happy medium* The 
average motion picture today appeals either to the 
mentally deficient or the criminally inclined. 
When Clayton Hamilton became the motion picture critic for 
The Theatre in January 1923, he commented that there had been 
no serious criticism of the motion picture as an art and that 
was the main reason the motion picture had progressed so little. 
However, he also argued that creation must precede criticism 
and that unless the motion picture improved, there would be no 
reason for criticism,3 Hamilton tried valiantly to establish 
a critical basis upon which to judge motion pictures, but he 
1. Editorial, October 1921, p. 210. 
2. Editorial, "Why Not Call Then the Stupies?" May 1922, p. 
282. See also Hornblow, 011a Podrida:"A Bad Case of Movie-
actoritia," June 1924, p. 7 for a good description of 
"the abysmal depths the motion picture erase has degraded a 
people." See also Hornblow, The Editor's Uneasy Chair: "Has 
the Movie Worm Turned?" August 1925, p. 7, 
3. Clayton Hamilton, The Screen, January 1923, p. 34, 
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gave up after only six months,1 He was replaced by Quinn 
Martin who adopted Hamilton's position. In his first column, 
Martin commented that "there has been nothing presented on the 
screen so far which seems to me of sufficient excellence or 
significance on which to establish a dependable basis from which 
to work."2 Martin lasted as motion picture critic from July, 
1923 to March, 1924 when he was replaced by Howard Irving Young, 
who repeated Hamilton's charge that the motion picture was not a 
creative art but only imitated the stage play and the novel. 
Young suggested that the motion picture should return to the 
picture as its medium of expression and not concentrate upon 
ideas which demand vocal expression,3 After four months, Aileen 
St, John-Brenon became the motion picture critic for The 
Theatfre and she commented that motion pictures had no aesthetic, 
artistic or dramatic possibilities, that they should concentrate 
upon "the creation of magic illusions and the working of 
miracles."4 
The most perceptive consideration of what was wrong with 
the motion pictures was written not by a regular movie critic 
for The Theatre but by Gilbert Seldes, soon to become a member 
of the Editorial Board, who claimed that realism in the motion 
1. See Clayton Hamilton, The Screen, March 1923, pp. 34, 70; 
April 1923, pp. 34, 68; and May 1923, pp. 34, 66, 
2. Cinema, July 1923, p. 34. 
3. Cinema, March 1924, p. 30. 
4. Cinema, June 1924, p. 30. 
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picture meant "the virtual abdication of the imaginative 
process;" that the well-made stage plot with its economy and 
staleness was wholly out of place; and stage acting, "conditioned 
by the physical appearance of the stage and by the necessity of 
suiting gesture to the spoken word," was wholly unnecessary in 
the motion picture. He proposed the establishment of ex-
perimental studios which would "be open to directors as places 
to work in, to study the camera and its possibilities, to use 
new people and new methods."2 
In his last Editorial on the motion pictures before retiring 
from The Theatre. Hornblow reiterated the need for censorship.3 
He was not alone in this opinion, for in the last major article 
attacking the motion pictures, Richard Watts, Jr, a motion 
picture critic, admitted that "the general verdict of the more 
literate classes has been that the cinema is the most contemptible 
of amusements that its practitioners are more or less well-
meaning halfwits who should either be ignored or gently 
spanked."4 
1. Gilbert Seldes, "How to Save the Movies from Stage Blight," 
November 1925, p. 22. 
2
* Ibid. See also John Erskine, "No Plot is Needed in Moving 
Pictures," December 1927, pp. 38, 70; and Erich Von Stroheim, 
"The Seamy Side of Directing," November 1927, pp. 18, 58, 
3. Arthur Hornblow, Editorial: "Shall the Movie Censorship 
Be Abolished?" August 1926, p. 7. 
4. Richard Watts, Jr, "The World's Meanest Job," December 
1930, p. 24. 
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Little concrete critical support for motion pictures 
appeared in The Theatre before 1927, Praise had been bestowed 
upon David Wark Griffith1 who claimed that the greatest American 
actresses were not of the stage but of the motion picture because 
film acting was more "natural."2 Edwin Carty Ranck had agreed 
that the motion picture had made acting more natural and had 
made the actor more conscious of his art.3 And Ralph Block 
claimed that the "movies are bringing a technic of expression 
surpassing the theatre and the novel in most of the everyday 
virtues of story-telling."4 
By 1927 motion pictures were obtaining almost as much space 
i-n The Theatre as was the stage. In March, 1927, Hornblow re-
tired as editor of The Theatre and his replacement, Perriton 
Maxwell increased the coverage given to the motion pictures. 
In September, 1927 Maxwell announced a "new and broaded 
editorial policy," the stage and the motion pictures would be 
given equal coverage. Maxwell had valid reasons for increasing 
the importance of the motion pictures in The Theatre: over 
10,000,000 people attended the "movies" every day in the United 
States; such stars of the stage as John Barrymore, Jeanne Eagels, 
1. Lynde Denig, Watching the Screen, October 1914, pp. 161-
162, 197. 
2. D. W. Griffith quoted in an anonymous article, "A Poet Who 
Writes on Motion Picture Films," June 1914, p. 312. 
3. "Seeing Ourselves as Others See Us," August 1917, pp. 74, 
100; see also Orson Meriden, "A Screen Actress Who Thrills," 
July 1916, pp. 35-36; Annette Kellermann, "My Perils in the 
Movies," December 1916, pp. 348, 408; and Adolph Zukor, President 
of Famous Players-Lasky Corporation, "Triumphs of the Motion 
Picture," May 1925, p. 92. 
4. Ralph Block, "Those Terrible Movies," February 1926, p, 32, 
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Al Jolson, Nazimova, Robert Edeson, Louis Wolhiem, Pauline 
Frederick, John Gilbert, Conrad Nagel, Wallace Beery, the 
Schildkrauts and others had deserted the theatre for the motion 
pictures; and the motion pictures were improving in quality and 
drawing a much more critical audience. Maxwell was quick to 
reassure his readers, however, that the increased activity of 
the motion pictures did not mean that the legitimate theatre in 
the larger cities was on a decline. He insisted that "the 
theatre as an integral factor of modern city life rests upon a 
solid foundation of supply and demand. The drama is part and 
parcel of metropolitan existence. It will continue to flourish 
in the future as it has flourished in the past."1 "Reaction-
aries" adversely criticised Maxwell for increasing the amount 
of space given to the motion pictures and in January, 1928, he 
defended his action: "none but a blind person or one wholly 
ignorant of the development of the motion-picture can ignore the 
product of the screen."2 
At this same time, sound motion pictures were rapidly 
developing, and a number of writers attempted to forecast what 
effect sound would have upon the industry.3 Maxwell predicted 
1, "The Motion Picture to the Fore," September 1927, p. 7. 
2, Editorial: "We Achieve a Birthday," January 1928, p. 13. 
3, See Lupino Lane, "To Talk or Not To Talk—in Pictures," 
August 1928, pp. 28, 58; also Paul Sloane, "Hysteria Talker-
filmus: New Movie Malady," October 1928, pp. 26, 70; and 
Reginald Denny, "The New Revolution in Pictures," November 
1928, pp. 24, 66, 
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that "out of the choas into which the sound-films have plunged 
the picture industry, there is sure to emerge a finer, saner, 
more convincing actorial art."1 However, even though Film Art 
Societies were beginning to form,2 Maxwell could garner little 
critical support for his contention that the motion pictures 
were getting better. Typical of the support that he did obtain 
was that written by David Wark Griffith: 
The screen is the greatest medium for understanding among 
the nations. Through satire of customs we can clearly 
show the various national characteristics, but if we 
solemnly tried to bring that about, the audiences would 
resent it as obvious "instruction," Pictures are becoming 
more and more an international agency, politically and 
socially. They can be made to wipe out war. Through our 
intimacy with the manners and customs of different 
peoples, we become part of the great world. To know is 
to understand, to love. Movies thus promote sympathy and 
understanding among nations,3 
Campbell MacCulloch claimed that the motion pictures had 
actually been the cause of revolutions in China, India, and 
Central America because they had portrayed our standard of 
living and thus "set up a hunger for better and higher standards 
of existence. • , ,"4 Stewart Beach, who replaced Maxwell as 
1. Editorial: "Old Art in a New Frame," December 1928, p. 42; 
also Perriton Maxwell, Editorial: "Play Producers Discuss the 
'Talkies'" October 1928, p. 36. 
2. See John Larkin, Jr., "The Guild Movies is Here," May 1926, 
pp. 32, 62, and Michael Mindlin, "The Little Cimema Movement," 
July 1928, pp. 18, 62. 
3. David Wark Griffith, "The Motion Picture To-day—and To-
morrow," October 1927, p. 58. 
4. Campbell MacCulloch, "Are Motion Pictures Changing the 
World?" October 1927, pp. 11-12 (lead article). Also see 
Oscar Straus, "And So to Hollywood," April 1930, p. 62. 
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Editor of The Theatre in September, 1929, published no 
editorials concerning the motion pictures. 
In addition to the articles and editorials which clearly 
attack or defend the motion pictures, there is also a body of 
material in The Theatre which is concerned with the relationship 
between the motion picture and the stage. Only once did Horn-
blow have any praise for the motion picture: 
This destruction of inferior and meretricious plays 
by the competition of the screen is one of the best 
things that ever happened for the betterment of genuine 
dramatic art. In order to hold its own the regular 
stage must provide better and still better examples 
of its best expression. Just as competition makes for 
the success and better service of any business, so will 
the moving picture improve the theatre proper,1 
Alan Dale, the noted drama critic, agreed with Hornblow, At 
first Dale believed that the motion pictures had pushed the 
stage into a back seat, but he changed his mind because he 
found that the motion pictures had become the scavenger of the 
amusement world,, removing from the theatre all the things the 
theatre could not possibly want. Consequently, the screen was 
giving to the theatre "a dignity, a reserve, a splendid assur-
ance, and an unique position that it has scarcely ever held 
before,"2 
1, Review of Sarah Bernhardt*s motion picture, Queen Elizabeth. 
August 1912, p. 35. 
2. Alan Dale, "Dramatic Critics and Photo Plays," June 
1916, p. 346. 
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H. 0. Stechan maintained that the motion pictures were 
not to blame for the demoralised state of the theatre in 1915, 
that the real fault lay with the producers and managers.1 
Harold Edwards countered with a popularly held view that the 
motion pictures were working serious injury to the theatre 
proper.' Daniel Frohman replied that this was impossible, that 
"as long as civilisation endures, the stage will form one of its 
chief sources of amusement, but by the same taken, the screen 
will always be the theatre of the many."3 William A. Brady was 
more pessimistic when he countered that "the pictures are surely 
here to stay, and, we might as well try to check them as to 
hold Niagara in leash. And for the present they have swamped 
the spoken drama." 
In his first Editorial for The Theatre in March 1927, 
Perriton Maxwell tried to discourage comparisons between the 
stage and the screen. As the new editor of a movie-dominated 
theatre magasine, Maxwell defined the motion picture as an 
industry, not as an art,5 a distinction that had been made by 
Clayton Hamilton, movie critic for The Theatre in 1923. According 
1. "Stage Versus Screen," March 1915, pp. 126-130, 144. 
2. "The Menace of the Movies," October 1915, pp. 176-178, 
3. "Do Motion Pictures Mean the Death of the Drama?" 
December 1915, p. 311, 
4. "Do Motion Pictures Mean the Death of the Drama?" 
December 1915, p. 324, 
5. The Editor Says: "Why Compare the Stage With the Screen?" 
March 1927, p. 16. 
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to Maxwell, comparison of the movies and the theatre was 
futile because "motion-picture producing has nothing akin to 
the theatre about it. The stage and screen are not sister 
arts; they have almost nothing in common, and they are getting 
farther apart as the years go by,"1 
A sane reply to the question of which was better, the 
motion picture or the stage was given by Benjamin De Casseres: 
The legitimate drama has, therefore, nothing to fear 
from the motion picture, for there will never be a 
substitute for the human being and his voice, tears, 
laughter and curses. On the contrary, there never 
has been a time in the history of the American stage 
when there were more and better dramas produced than 
since the advent of the motion pictures,3 
Will H. Hays, President Motion Picture Distributors of 
America, Inc., wrote in 1928 that there was no antagonism between 
the two mediums "because they are blood brothers and as such 
they will advance together,"* How wrong he was was demonstrated 
the next year when Actors' Equity Association attempted to 
1. Maxwell, loc. cit. 
2* This was the view that Maxwell adopted when he discussed 
the relationship between the stage and rapidly developing 
television. He stated that "The Theatre Magazine has occasion 
neither to oppose nor to advocate the coming of the mechanical 
era of entertainment on the stage, Simply we announoe it 
editorially." ("What of the Theatre's Future?" July 1928, p. 
301). See also Perriton Maxwell, The Editor Says: "The 
American Theatre 5 Years Hence," April 1927, p. 16. See also 
Orrin E. Dunlap, Jr. "When Radio Wears a Monocle," July 1928, 
p, 40 for a further discussion of television, 
3, "Are the Pictures and the Stage Antagonistic?"—January 
1928, p. 23, See also Edward Everett Horton, "Photographs 
Cannot Supplant Flesh and Blood," August 1929, p. 22, 
4, Will H, Hays, "Screen and Drama Blood-Brothers in Art," 
May 1928, p. 74. 
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extend the closed-shop principle to actors in the motion 
picture. The dangers of allowing the two mediums to be 
antagonistic toward one another were succinctly pointed out 
by Philip Wood: 
Let us, for the sakes of two arts, get organised. 
Because, with the movies waxing loquacious, a popular 
confusion has been cemented and confirmed, and a 
grave danger has arisen to menace both the stage and 
the screen. The confusion is that a competition exists 
between these two mediums of expression, and the danger 
lies in this "competition" threatening not to annihilate 
either one in the interests of the other—that would be 
too simple!—but conceivably, to eliminate both in a 
form of companionate suicide,2 
Wood's solution to the problem was simple: 
Let us of both stage and screen get organised and demand 
that, relevant of their limitations and prerogatives, 
both factions discontinue pretending to compete with 
each other. And let us, through an active loyalty 
toward two distinctive institutions, unite to save 
them from the sure debacle of a fatuous rivalry. For, 
while the results of such a folly would be fatal, the 
pursuit of essentially separate destinies cannot but 
lead to twin glories,3 
In addition to the articles and editorials discussed in 
this chapter which contain critical material, there is a large 
number of articles similar in content to those found in motion 
picture fan magazines today. From this group of articles the 
reader of The Theatre could find out what his favorite star 
ate, wore, and liked in the way of hobbies; how the star got 
1. Philip Wood, "Let's Get Organised," October 1929, p. 45. 
2. Ibid. 
3. Robert Keane, "What's All the Shooting For," September 
1929, pp. 34, 56. 
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started and how much was his salary; and also how and when the 
star had fallen so passionately and eternally in love with his 
latest paramour. There are also hundreds of motion picture 
reviews, but they are generally so laudatory they sound as 
though they had been written by the motion picture studio's 
publicity department. 
In 1908, during the midst of the nickelodeon craze in the 
United States, The Theatre began its coverage of the motion 
pictures. While Hornblow was editor of the magazine the 
importance of motion pictures was ignored. When Maxwell succeeded 
Hornblow in March, 1927, motion pictures received the attention 
they deserved. By March, 1928, The Theatre's interest in motion 
pictures had started to decline and when Beach assumed editor-
ship in September, 1929, motion pictures were completely de-
emphasised in the magazine. The Theatre never realized the 
powerful influence the motion pictures were exerting on the stage. 
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CONCLUSIONS 
The Theatre magasine presents a detailed account of many 
of the major efforts to improve the American theatre between 
1901 and 1931. The magasine was vociferous in its criticism of 
the commercialism of the American theatre. In its second issue, 
June, 1901, The Thea/tre emerged as one of the first major sup-
porters of the Endowed Theatre movement. Before the magazine 
expressed its interest in the movement there had been little 
activity toward the founding of an American Endowed Theatre. 
The magazine showed that the American theatre in the early 
twentieth century was in a deplorable state; it was being ruined 
by the activities of the commercial manager who knew little about 
art and was interested only in making money. The pernicious 
star system was stunting the actors' artistic growth; the 
American audience was lacking in moral sensibilities, in a sense 
of humor, and in intelligence; and the typical American drama 
was stupid, formless and degenerate. The Theatre believed that 
an Endowed Theatre could correct many of these faults and in an 
effort to encourage the founding of such a theatre, the magasine 
showed that an Endowed Theatre was needed, that it had support 
among theatre people, that it had worked in Europe, and that it 
could work in America* 
The Theatre chronicled the various activities of the Endowed 
Theatre movement which finally culminated in the establishment 
of the New York New Theatre in 1909. The magasine had continually 
supported Heinrich Conried for the post of manager of The 
Theatre even though the magasine's music critics had attacked 
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his policies and methods of operating the Metropolitan Opera 
House, When the New Theatre failed in 1911, the magasine 
placed much of the blame at his feet. Although it had con-
sistently advocated the repertoire system, it declared that the 
New Theatre's nighly change of bill was one of the reasons the 
enterprise failed. 
The failure of the New Theatre did not discourage The 
Theatre in its campaign to improve the American theatre. It 
transferred its energies and interest to the newly burgeoning 
Art and Little Theatre movement because it recognized that here 
was a possible salvation of the American stage from the baneful 
activities of the commercial manager. The magazine immediately 
recognized the potential of the new movement and threw its full 
support behind the activities of Winthrop Ames at the Little 
Theatre, of the Neighborhood Playhouse, of the Washington Square 
Players, of the Theatre Guild, and of the Civic Repertory 
Theatre, It also encouraged the Portmanteau Theatre, the 
Provincetown Players, the Equity Players, the American Laboratory 
Theatre and various other Art and Little Theatres, Because The 
Theatre utilized such writers as Sheldon Cheney, Edward Goodman, 
Walter Prichard Eaton, Hiram Moderwell, Theresa Helburn, Richard 
Savage, Joseph Wood Krutch, and Clayton Hamilton, it was able 
to furnish its readers with penetrating and thoughtful analysis 
of the development and influence of the movement. The same 
ideals which characterised the movement for an Endowed Theatre 
was characteristic of the Art Theatre and Little Theatre 
movement. It encouraged the development of native American 
1 * 
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drama, were instrumental in introducing the New Stagecraft to 
the United States, and gave more American actors opportunities 
to exhibit and develop their talents. The Art and Little 
Theatres helped to satisfy some of the needs which had given 
rise to the Endowed Theatre Movement, 
The Theatre made a distinction between the Art and Little 
Theatre movement as practiced by the semi-professional groups 
and as practiced by educational and community groups. As the 
strictly amateur participation in the movement grew and as the 
Theatre Guild developed into a major producing organization, 
there arose around 1920 an implied distinction between Art 
Theatre and Little Theatre, Although this was never stated 
definitely, the semi-professional and professional groups were 
thought of as Art Theatres and the amateur groups as Little 
Theatres. The magasine provided extensive coverage of the 
amateurs' activities and supplied helpful information on methods 
for improving their productions. 
The Theatre recognised earlier than any other American 
publication the importance of the New Stagecraft movement, and 
in this instanoe did more than just publicise or report; it 
actually was instrumental in introducing the movement into the 
United States. At first the magasine favored realistic and 
elaborate scenery, but it supported as early as 1905 the value 
of the scenic reforms of Gordon Craig and by the time examples 
of the New Stagecraft arrived in the United States in 1912, 
the magasine was prepared to give the movement full and 
vigorous support and encouragement. During 1914 and 1915 
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while the American theatre was in the grips of Belascan realism 
The Theatre waged a spirited campaign to educate its readers 
about the New Stagecraft. Hornblow attested to the importance 
of the New Stagecraft designers such as Robert Edmond Jones, 
Joseph Urban, Livingston Piatt, Norman Bel- Geddes, and Leon 
Bakst and of such producers as John Murray Anderson and 
Granville Barker, Hornblow also objectively and fairly 
criticised their settings and productions. The Theatre accurately 
forecast the influence the New Stagecraft would have upon 
American scenery. As in the case of the Art and Little Theatre 
movement, thorough, penetrating, thoughtful and lucid ex-
planations of the New Stagecraft principles, aims, development 
and influence were written for The Theatre by such critics, 
historians and practitioners of*the movement as Gertrude Norman, 
Sheldon Cheney, Kenneth Macgowan, Granville Barker, Robert 
Edmond Jones, Gordon Craig, Hiram Moderwell, Oliver Sayler, and 
Gilbert Seldes. 
Hornblow and The Theatre had at all times stressed the 
importance of developing a native American drama which could 
equal in quality the European, This was one of the reasons the 
magasine had so strongly supported the Endowed and Little 
Theatre movements. It wanted the American drama liberated from 
foreign influences and models and Hornblow was always quick to 
f 
praise any American playwright who showed independence, in-
genuity and originality in handling his material. He 
recognised immediately that in Eugene O'Neill the American 
theatre had a playwright who could compare favorably with 
the best of the world. 
t 
t 
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At the time that American drama was maturing, however, 
Hornblow was not capable of appreciating the direction it was 
taking. As early as 1905 he had inveighed against the false 
prudery which was responsible for keeping the American play-
wright from creating truly great dramas, but as the American 
drama expanded its themes and began to look more realistically 
at American life after the first World War, Hornblow initiated 
a campaign to eradicate what he called dirty plays from the 
American stage. The Americanization of the drama presented on 
the American stage had been accomplished, but Hornblow felt 
that it should be improved by removing all the objectionable 
elements. His attacks upon immorality, salacious themes and 
nudity on the American stage became extreme and one wonders 
today if perhaps Hornblow did more to harm the drama than he did 
to improve it. Yet he was at all times sincere and honest in 
his criticisms. 
The Theatre gave complete coverage to the foreign actor 
and theatre companies that performed on the American stage. It 
reserved most praise for Sarah Bernhardt, Eleanora Duse, the 
Irish Players, Le Theatre du Vieux Colombier, and the Moscow 
Art Theatre, Although Hornblow always supported the American-
ization of the American stage and defended it against those 
who consistently claimed that the European stage was superior 
to the American, the foreign visitors supplied many of his 
greatest theatre experiences. From their visits Hornblow 
derived many of his standards by which American acting was 
judged. An actor must be supremely devoted to his art 
229 
(Bernhardt); he must have poetry in his soul, humility and 
sensitivity (Duse); he must be honest in his interpretation 
of the character he is portraying (Irish Players); he should 
pay strict attention to all aspects of the actor's art (Theaxre 
du Vieux Colombier); and he must adhere to nature in the 
interpretation of character and sink himself in the ensemble 
(Moscow Art Theatre). 
Little American acting, except Shakespearean, could reach 
the standards established by Hornblow. He considered almost 
all American realistic acting bad and he explained the causes. The 
contemporary American realistic actor was not well trained for 
his profession. The star system and the long run had eliminated 
the important stock companies which were the traditional train-
ing ground for aspiring actors.*. There was little opportunity 
for the modern actor to play a variety of roles; he was 
immediately type cast and remained a type for the rest of his 
career. Hornblow's solution was simple, revive the stock 
company and American acting would improve. He preferred American 
Shakespearean acting because it more closely resembled the acting 
found in the old stock companies of Daly, Wallack, and Palmer, 
and because the American Shakespearean actor, such as John 
Barrymore, James K, Haekett, Tyrone Power, and Walter Hampden 
could equal any actor the world had to offer. However, Hornblow 
did not allow his own dislike for American realistic acting to 
reduce the amount of space in The Theatre devoted to actors, 
actresses, and acting. The more than 700 articles and items 
and 2000 play reviews are an invaluable and necessary source 
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of information for anyone interested in American acting 
between 1901 and 1931. 
Although there were articles in The Theatre attesting to 
the ever increasing importance of the motion pictures, Hornblow 
failed to recognise the influence of the new medium upon the 
stage. He steadfastly maintained that the stage would always 
remain the principal entertainment medium, that the motion 
pictures would have little adverse effect upon the stage. On 
the contrary, they would have a beneficial effect by forcing 
inferior and meretricious plays out of the theatre. While he 
was editor of The Theatre the quality of the motion picture 
articles was far below that of the other articles, although it 
must be said to his credit that he tried to employ conscientious 
motion picture critics. When Hornblow retired as editor in 
March, 1927 Perriton Maxwell changed the magasine's editorial 
policy and accorded the motion pictures the position they de-
served. However, by March, 1928 when the theatre was enjoying 
its most prosperous season in history coverage of the motion 
pictures declined. When Stewart Beach became editor in 
September, 1929 the motion pictures were completely de-emphasized 
even though 1929-1930 was their most prosperous season. 
The question remains, why The Theatre has been ignored by 
critics and historians. The answer appears simple. Any single 
issue of the magasine or small collection of various issues is 
not impressive because of the large amount of material de-
liberately included to attract the general reader. This type 
of material includes the monthly columns on fashion, on the 
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educational and community theatre, on theatrical gossip, on 
and motion pictures, the articles concerned mainly with reporting 
information of general interest, and the advertisements which 
to a large extent seem directed specifically toward women. 
However, a study of the entire thirty years of the magazine 
creates a different impression of The Theatre and reveals much 
of importance concerning the American theatre. 
One is immediately impressed with the vitality of the 
American theatre and with the efforts to improve it between 1901 
and 1931, the period during which The Theatre was published. No 
book on American theatre history provides an adequate account of 
the New Theatre and the historian is apt to minimise its im-
portance. The Theatre reveals how great was the activity and 
interest in the Endowed Theatre movement. Historians have also 
neglected the importance of the Endowed Theatre movement as one 
of the main foundations for the Art and Little Theatre movement 
in the United States. It appears from The Theatre that although 
the Art and Little Theatre movement in this country was influenced 
by the European Art Theatre, it drew many of its ideals and some 
of its specific aims from the Endowed Theatre movement. Further-
more, the Art and Little Theatres were able to learn from the 
mistakes made by the New Theatre, 
A reading of all the issues of The Theatre also throws a 
different light upon the character of the American theatre in 
the 1920's. Today the period 1920 to 1930 is looked upon as 
one of the greatest in the history of the American theatre. 
While a study of The Theatre agrees with this, it shows also 
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that many elements in the American theatre of the 1920's 
could stand reform and improvement, American acting was still 
not good enough to compete with the foreign actor and the New 
Stagecraft was deviating from its aims and ideals. Although the 
account in The Theatre may be exaggerated, nowhere else does one 
find such a vivid description of the moral tone of the theatre 
in the 1920's. Historians and theatre critics have tended to ig-
nore the strong and vigorous movement for the censorship of the 
theatre in this period. Because of the tremendous growth and 
maturation of the American theatre in the 1920's the period 
immediately preceding it is often slighted. The material in 
The Theatre clearly indicates that during the years 1915 to 1920 
American scenery was reformed, the Art and Little Theatres gave 
expression to a set of ideals established early in the century, 
and American playwrights and actors gained experience that 
allowed the American theatre to blossom forth in the 1920's. 
The material in The Theatre also indicates that there was 
confusion as to how the desired improvements should be ac-
complished and to what degree they were successful. For example, 
The Theatre never ceased in its campaign for a revival of the 
stock company with some sort of repertoire. The problem of how 
to make a stock company with a repertoire financially successful 
without subsidy was never solved. Supporters of the Endowed 
and Art and Little Theatre movements had always maintained that 
the taste of the audience would be elevated, but Hornblow's 
attacks upon the morality of the stage in the 1920's indioates 
that the audiences' taste had not changed radically from that 
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of the early twentieth century. The New Stagecraft was hailed 
because it would improve American scenery by simplifying it, 
but criticism of the New Stagecraft arose because it was be-
coming too elaborate. All the improvements were supposed to 
counter act the bad effects of commercialism in the American 
theatre, but The Theatre presents ample proof that those 
aspects of the American theatre that needed improvement in the 
early 1900's were again in need of improvement in the 1920's. 
APPENDIX 234 
SUBJECT INDEX TO THE MAJOR ARTICLES AND ITEMS IN THE THEATRE 
This Subject Index of major articles and items is arranged 
in the following twenty categories. The articles and items are 
arranged chronologically within each category. Only the page 
on which the article or item begins is listed. Except in extra-
ordinary instances, an article or item is listed in only one 
category. If the title does not indicate clearly its contents, 
a notation is made of the subject matter of the article or item. 
The categories: 
1. Actors, Actresses and Acting. 
2. Amateur Theatre. 
3. Art Theatre and Little Theatre Movement. 
4. Audiences. 
5. Business of the Theatre, including Theatre Buildings. 
6. Critics and Principles of Criticism. 
7. Dance. 
8. Drama, the Theatre, and Playwriting (articles of a general 
nature). 
•9* Endowed Theatre Movement. 
10. Foreign Theatre, 
11. Motion Pictures. 
12. Operatic and Concert Music. 
13. Plays, Individual. 
14. Playwrights, Individual. 
15.. Producers and Directors. 
16. Radio. 
17. Scenery, Costumes, and Lighting. 
18. Shakespeare. 
19. Vaudeville and Musical Comedy. 
20. Visiting Foreign Stars and Attractions. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH ACTORS, 
ACTRESSES AND ACTING 
Lackaye, Wilton* "Endowed Theatre and the Actor," Aug* p, 13, 
Anonymous. "An Actress' Favorite Books," Sept*, p. 15 (about 
Julia Marlowe). 
Bentley, Irene, "Chorus Girl to Leading Woman," Septa* p. 16, 
Editors, "Correspondents Answered," Sept* p, 19 (support for 
acting schools). 
Anonymous. "The First Lady With'the Camelias," Oct* p. 14 
(about Eugenie Doohe). 
MoMechan, F, H, "Acting Versus Elocution," Oct, p, 17, 
Riddle, George, "Good English on the Stage," Nov, p. 17 (a 
reprint from the New York Sun), 
A, L. "Some Players of the West," Nov^ p, 18 (about Blanche 
Bates, Maxine Elliott, Alice Neilsen, Mary van Buren, Edith 
Chapman, Florence Roberts, and Juliet Crosby), 
Fiske, Mrs, "Effect of Stage Fright on the Actor," NOT., p, 20, 
Anonymous* "Ethel Barrymore's Stage Views," Nov., p. 22, 
Anonymous. "Players at Home," Dec* p. 10 (Homes of John Drew, 
Edward H. Sothern, Mr. and Mrs. James K. Haekett, Mr. and 
Mrs. J, E. Dodson and Viola Allen). 
Dodson, J. E. "Personality Versus Individuality," Deo*, p. 12, 
Marlowe, Julia. "The Essentials of Stage Success," Dec, p. 13. 
Masterson, Kate. "Chats With Players, No, l.John Drew," Dec,, 
P. lf. 
Ayres, Alfred. "America's Greater Players," Dec, p. 21-(about 
Edwin Forrest), 
Anonymous. "Yiddish Actress, Mrs, Kalish in Yiddish Sanho." 
J ana, p, 9, 
de Wagstaffe, William. "Chats With Players, No. 2. Annie 
Russell," Jan,, p. 10. 
Moffett, Cleveland. "How I Interviewed Irving," Jan*, p. 14. 
Ayres, Alfred. "America's Greater Players, No. 2. Charlotte 
Cushman," Jan,, p. 19. 
de Wagstaffe, William. "Chats With Players, No, 3. E. S. 
Willard,** Feb, p. 13. 
Ayres, Alfred. "America's Greater Players, No. 3, Edwin 
Booth," Feb* p. 19. 
de Wagstaffe, William. "Chats With Players, No. 4. Mr. 
Francis Wilson," Mar* p. 13, 
Warfield, David, "How I Created 'Simon Levi'" Man, p. 16, 
Ayres, Alfred. "America's Greater Players, No. 4. Murdoch, 
McCullough 6> Rush," Man, p. 22. 
de Wagstaffe, William. "Chats With Players, No, 5, Miss 
Margaret Anglin," Apr., p, 12. 
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Hartley, Randolph. "The Heirs of Edwin Forrest," Apr., p. 16. 
Skinner, Otis. "The Art of the Actor," Ape, p. 19, 
Ayres, Alfred, "America's Greater Players, No, 5. Charlotte 
Crabtree, Charles Fechter, James Henry Haekett and Lawrence 
Barrett," Apr., p. 21. 
de Wagstaffe, William. "Chats With Players, No, 6, Miss 
Effie Channon, Mr, Herbert Kelcey," May, p, 20, 
Ayres, Alfred, "America's Greater Players, No. 6. J, E. 
Owens, J, W, Wallack, Jr. and Mrs. D. P, Bowers," May, p. 24. 
F. H. McM, "The Art of Mrs, Fiske," June, p. 9, 
de Wagstaffe, Wm. "Chats With Players, No. 7. Kyrle Bellew," 
June, p, 10, 
Ayres, Alfred, "America's Greater Players, No, 7, E, L. 
Davenport, John Gilbert and James Booth Roberts," June, p. 
13. 
Ogden, Vivian. "Childish Recollections of Clara Morris," June, 
p, 15, 
H.T. (Henry Tyrrell?), "Little Italy's Great Actor," June, p. 
25 ( about Antonio Majori). 
Ayres, Alfred, "America's Greater Players, No. 8, Edwin Adams, 
Frank Mayo and Junius Brutus Booth," July, p. 19, 
de Wagstaffe, William. "Mary Mannering and Her Views Regarding 
Stage and Other Ideals, Chats with Players, No. 8," July, 
p. 9. 
An Off Islander. "An Actors' Summer Colony," Aug?, p. 6. 
Mawson, Harry, P. "The Truth About Going on the Stage," Aug* 
p, 10, 
H.T. (Henry Tyrrell?), "Mary Shaw—A Woman of Thought and 
Action, Chats with Players, No, 9," Aug* p* 21, 
de Wagstaffe, William, "Louis James—An Aotor of Tradition, 
Chats With Players, No. 10," Sept* p. 22. 
Anonymous. "The Vanderbilts and the Players," Oct* p, 18. 
de Wagstaffe, William. "Mrs. Leslie Carter—A Summer Study, 
Chats With Players, No. 11," Oct* p. 20. 
Tyrrell, Henry. "Jacob Adler—The Bowery Garrick," Nov., p. . 
18. 
de Wagstaffe, William. "Ethel Barrymore—^An Impression," Nov* 
p. 20. '• 
Crosman, Henrietta. "The Hardships of Stage Life," Dec* p, 18, 
de Wagstaffe, William. "A Talk With Robert Edeson, Chats With 
Players, No. 13," Dec* p. 22. 
Allen, Viola. "An Optimistic View," Deo* p. 32, 
19£3 
Blakeslee, F, G, (Late Swordmaster, 1st Regt, Conn, N,G,), 
"Stage Fights," Jan* p. 16 
de Wagstaffe, William. "Mrs. Patriok Campbell—A Woman of 
Temperament, Chats With Players, No, 14," Jan* p. 22. 
Coward, Edward, Fales. "An Interview with Viola Allen, Ohats 
With Players, No. 15," Feb* p. 44. 
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Anonymous. "Miss Julia Marlowe at Rehearsal on the Stage 
of the Criterion Theatre, New York," Man, p, 61. 
Coward, Edward, Fales. "Edward H. Sothern—An Actor With 
Ideals, Chats With Players, No. 16," Man, p, 66. 
Moritsen, Julius. "Ibsen's First Nora," Man, p. 70, ( about 
Frau Hennings). 
Da Bubna, Augusta. "The Negro on the Stage," Apr., p. 96, 
Coward, Edward, Fales. "Amelia Bingham—An Actress With 
Ambition, Chats With Players, No. 17," Apr., p. 90, 
Judd, Dr. (pseud, for George W. Stevens, Sr.), "The Pioneers 
of the Drama," Apr,, p, 99 (actors in the early forties), 
Mawson, Harry, P. "The Fascinating Mrs. Bloodgood, Chats With 
Players, No. 18, May, p. 118. 
Howard, Bronson. "The Late Stuart Robson—An Appreciation," 
June, p, 137. 
Tyrrell, Henry, "Edith Wynne Matthison—A Study, Chats With 
Players, No. 19," June, p. 139. 
Mawson, Harry, P. "From Trilby to Tolstoy," June, p. 148 
(about Blanche Walsh). 
Coward, Edward, Fales* "Blanche Bates and Her Stage Ideals, 
A Chat With the Darling of the Gods, Interviews With 
Players, No. 20," July, p, 164. 
Whitelook, William, W. "Importing Orientals," July, p. 173. 
Meier, Nellie, Simmons. "Players' Characteristics Shown by 
Their Hands," July, p. 174 (about Maude Adams, J. Drew, B, 
Walsh, 0. Skinner), 
Walsh, Thomas, "America's Queen of Comedy," July, p. 176 
(about Lotta), 
Anonymous, "A Rising Young Actress," July, p. 178 (about 
Drina de Wolfe), 
Lorraine, HoIlls, "With Rosalind in Arden, An Interview with 
Henrietta Crosman, Chats With Players, No, 21," Aug* p, 195, 
Judd, Dr. "The Water Days of the Drama," Aug* p. 202 (about 
Henry Butler, Jack Turner and William Chapman). 
Patterson, Ada. "The Real Maude Adams—A Study," Sept* p. 218. 
Wallison, L. R. "America's Queen of Tragedy," Sept* p. 228 
(about Mme* Janauschek). 
Tyrrell, Henry* "Minnie Maddern Fiske: An Impression," Oct* 
p. 246, 
Ogden, Vivian, "Early Memories of John Ellsler and Joseph 
Haworth," Oct* p. 258. 
Lanston, Aubrey. "Dramatic Incidents in the Lives of Eighteenth 
Century Players, The Episode of the Pantheon," Oct* p. 261. 
Patterson, Ada. "Beautiful Maxine Elliott: An Interview, Chats 
With Players, No. 22," Nov., p. 270, 
Steell, Willis. "The Actors' Clubs of New York," Nov., p, 278. 
Lanston, Aubrey. "Dramatic Incidents in the Lives of Eighteenth 
Century Players, No. II. The Death of Peg Woffington," 
Nov* p. 287. 
Skinner, Maud, Durbin, "Gypsy Players in Picturesque Montigny," 
Dee* p. 294. 
Patterson, Ada. "Julia Marlowe—The Actress and Woman," Deo., 
p. 297. 
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1904 
Tyrrell, Henry. "America's Foremost Romantic Actor, An 
Interview With Otis Skinner, Chats With Players, No. 23," 
Jan* p. 8, 
Brown, Walter, "The Actor's Home on Staten Island," Jan* p, 
14. 
Patterson, Ada, "Nathaniel C. Goodwin—An Interview," Feb,, 
p. 40, 
Judd, Dr. (pseud,). "The Pioneer Uncle Toners," Feb., p. 44. 
(Judd Was One of Them). 
Lanston, Aubrey. "Dramatic Incidents in the Lives of 
Eighteenth Century Players, No. III. Perdita," Feb* p. 46; 
"No. IV. The Blue Eyed Bellamy," Mar, p. 65; "No. V. 
Unforseen Denouements," Apn, p. 101. 
Rehan, Ada. "Ada Rohan's View of Catherine," Feb* p. viii. 
Patterson, Ada. "Richard Mansfield—Actor and Man," Man, p. 
67. 
Anonymous, "Race Suicide on the American Stage," Man, p. 69, 
Patterson, Ada. "Virginia Harned—A 'Material' Actress, Chats 
With Players, No. 25," Apn, p. 93. 
temple, Julia. "Confessions of a Stage Struck Girl," Apn, 
p. 103; II. May, p. 129; III, June, p. 157; IV July, p. 183; 
V, Aug,, p. 208; VI* Sept* p. 237. 
Coward, Edward, Fales. "The Late Robert Taber—A Tribute," 
Apr,, (pages not numbered). 
Moses, Montrose, J. "Famous Families of Amerioan Players, No. 
1, The Booths," May, p. 114. 
A.P. (Ada Patterson?), "The Three Funny Women of the Stage," 
May, p. 117 (about Marie Dressier, Marie Cahill and Eva 
Davenport), 
Patterson, Ada. "Wilton Lackaye Talks of the Actor's Art, 
Chats With Players, No. 26," June, p. 119. 
Judd, Dr, (pseud*). "The Actress Who Ruled a Kingdom, Extra-
ordinary Career of Lola Montez—Actress, Dancer, & 
Adventuress," June, p* 139. • 
Patterson, Ada. "An Office Boy Who Became a Star, Chats With 
Players, No. 27," June, p. 141 (about Arnold Daly), 
Ford, Alexander, Hume, "Child Actors Who Earn Big Incomes," 
June, p, 146 (about Gracie Faust), 
Anonymous, "The Actress In Her Automobile," June, p, 148, 
Patterson, Ada. " Morning's Chat with Candida, Interviews 
with Players, No. 28," July, p. 171 (about Dorothy Donnelly), 
Judd, Dr. (pseud.). "How Buffalo Bill First Gained Celebrity," 
July, p. 173. 
Moses, Montrose, J. "Famous Families of American Players, No. 
2, The Jeffersons," July, p. 176. 
Patterson, Ada. "Mabel Taliaferro—Child Actress Grown Up, 
Chats With Players , No. 29 ," Aug* p. 197, 
Judd, Dr. (pseud*). "The Early Struggles*of Emma Abbott," Aug., 
p. 200. 
Patterson, Ada. "William Faversham—An Interview, Chats With 
Players, No. 3 0 , " Sept, p . 221. 
Moses, Montrose, J . "Famous Families of American Players, No. 
3 , The Drews," Sept*, p. 230. 
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Coward, Edward, Fales. "Masters of Make-Up," Oct-, p. 249. 
Patterson, Ada. "Maclyn Arbuckle—An Interview Via a Diary, 
Chats with Players, No. 31," Oct* p. 251. 
Patterson, Ada. "An Afternoon Chat With Sweet Annie Irish, 
Talks With Players, No. 32," Nov., p. 277. 
Lanston, Aubrey. "Dramatic Incidents in the Lives of 
Eighteenth Century Players," No*, p. 281 (about Sara Siddons), 
Moses, Montrose, J. "Famous Families of American Players, No, 
4, The Sotherns," Nov., p. 284. 
De Wolfe, Elsie. "Quaint and Historic Shoes," Dec* p, 302, 
Morris, Clara. "Is Stage Emotion Real or Simulated?" Dec., p. 
303. 
Bloodgood, Clara. "The Stage As a Career For Young Women," 
Dec* p. 304, 
A.P. (Ada Patterson?) "An Actress Must Live Life—Says Carlotta 
Nillson, Chats With Players, No. 33," Dec,, p. 308. 
Skinner, Otis. "A Tragedian's Christmas Dinner," Dec* p. 311. 
Lathrop, Elise, "In the Home of Juliet," Dec* p. 312, 
Hummel, A. H. "Players in the Law Courts," Dec, p. 314* 
Patterson, Ada. "Stage Fright and Its Horrors," Dec, p. 320, 
li05 
Le Soir, George, "In Memorian—Mrs, G. H. Gilbert," Jan., p, 8, 
Moses, Montrose, J, "Famous Families of American Players, No, 
5, The Hacketts," Jan* p. 13, 
Patterson, Ada, "David Warfield—The Actor and the Man, Chats 
With Players, No, 34," Jan* p. 17. 
M.J.M. (Montrose J, Moses?). "Wanted—A New Type of 
Femininity," Jan., o. 23, 
Tyrrell, Henry, "Rejane as Herself," Jan* p. 24. 
Patterson, Ada. "Lillian Russell—Beauty and Philosopher, 
Chats With Players, No. 35," Feb* p. 44. 
Merington, Marguerite. "Charlotte Cushraan," Feb., p, 50, 
Williams, Edith, Barrett. "The Real Lawrence Barrett," Man, 
p. 61. 
Patterson, Ada, "Nance O'Neil and the Mantle of Cushman, Chats 
With Players, No, 36," Man, p, 62. 
Moses, Montrose, J. "Famous Families of American Players, No, 
6. The Boucicaults." Mar,, p. 72. 
A.P. (Ada Patterson?). "The New 'Grand Old Woman' of the 
Stage," Apn, p. 91 (about Mrs* W. G, Jones), 
Patterson, Ada, "A Talk With Louis Mann—Obligato by Clara 
Lipman, Chats With Players, No, 37," Apr., p, 96, 
W.B.A. "Evolution of a Stage Beauty," Apn, p. 100 (about 
Maxine Elliott). 
Moses, Montrose, J. "Famous Families of American Players, 
No. 7, The Wallaoks," May, p. 118. 
Patterson, Ada. "Behind the Mask of a Great Character Actor, 
Chats With Players, No. 38, J. E. Dodson," May, p. 125. 
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Miller, Henry. "Maurice Barrymore—Actor, Scholar and Wit," 
May, p. ii. 
Skinner, Otis, "The Art of Modjeska," May, p. v. 
Bates, Blanche. "Their Beginnings," June, p. 138, 
Winter, William. "Joseph Jefferson—A Great Actor Gone," 
June, p. 139, 
Anonymous, "Prominent Players Who Are Their Own Chauffers," 
June, p. 140* 
Patterson, Ada. "A Morning Call On Henry Miller," Interviews 
With Players, No. 39," June, p. 154. 
Tyrrell, Henry. "Bertha Kalich—The Yiddish Duse," July, p, 
161. 
Patterson, Ada. "Eleanor Robson—From Debutante to Star, Chats 
With Players, No. 40," July, p. 170. 
Grossmann, C. Edwin Booth. "A Morning Fishing With Joseph 
Jefferson," July, p. 179. 
Mudd, A. K. "Jefferson's Debut as Rip," July, p. 180, 
Walsh, Blanche. "Their Beginnings," July, p. 181. 
Patterson, Ada. "Sam Bernard Tells What Makes a Man Funny, 
Chats With Players, No. 41," Aug., p. 196. 
Alexander, George, "How To Become an Actress," Aug* p. 198, 
De Angelis, Jefferson. "My Beginnings," Aug., p. 205. 
Tyrrell, Henry, "Elise Janis—The Inimitable Child," Aug* p. 
208. 
Daniels, Frank, "My Beginnings," Sept., p. 216. 
Patterson, Ada, "Edwin Arden—Wild West Hero and Eastern 
Artist, Chats With Players, No. 42," Sept., p. 222. 
Howard, Paul. "The Julia Deans—Yesterday and Today," Sept* 
p. 228, 
Moses, Montrose, J, "Famous Families of American Players, No, 
8, The Davenports," Sept* p. 231. 
Lackaye, Wilton. "My Beginnings," Oct* p. 250. 
Patterson, Ada. "May Irwin on Humor, Home and Business," Oct., 
p. 258. 
Patterson, Ada. "The Ambition of Miss Edna May," Nov., p. 276 
Hopper, DeWolf. "My Beginnings," Nov* p. 284, 
Dunsford, Alice, Griffin. "Mary Anderson As a Stage Struck 
Girl," Nov., p, 286. 
Anglin, Margaret. "My Beginnings," Dec* p. 314. 
1906 
Patterson, Ada, "Grace George Analyses Kitty Ashe," Jan., 
p. 14. 
Fitzgerald, W. G. "M. Coquelln's House of Comedians Near 
Paris," Feb* p. 38, 
Warfield, David. "My Beginnings," Feb* p. 41, 
Coward, Edward, Fales. "The Palatial New Home of the Lamb's 
Club," Feb* p. 44. 
Anonymous. "Henry Irving's Treasures," Feb* p, 49, 
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Tucker, Florence, L. "The North Carolina Home of William 
Gillette," Feb* p. 51. 
Patterson, Ada. "Robert Loraine—An Actor of Many Parts, 
Chats With Players, No. 46," Man, p. 70. 
Wilson, Rufus, Rockwell. "The Centenary of Edwin Forrest," 
Mar,, p. 73. 
Anonymous. "Is Mr. Mansfield To Direct the 'New Theatre'?" 
Ap n, p• 88, 
Allen, Viola, "My Beginnings," Apn, p. 93. 
Skinner, Otis. "My Beginnings," May, p. 118. 
Hopwood, Avery, "The Supermen and Superwomen of the Stage," 
May, p. 120. 
Lanston, Aubrey. "Dramatic Incidents in the Lives of Eighteenth 
Century Players, Sweet Anne Oldfield," June, p. 148. 
Lewis, W. A. "Frank Mayo—Man and Spirit," June, p. 149. 
Anonymous. "Florence Roberts—An Actress From the West," 
June, p. 152. 
Anonymous. "Ellen Terry's Golden Jubilee," June, p. 166. 
Edeson, Robert. "My Beginnings," July, p. 178. 
Hillhouse, Lewis, J. "Richard Mansfield—His Hopes and Dis-
appointments, Chats With Players, No. 48," July, p. 190. 
Parkes, Albert, L. "The Original of Trilby a Noted Singer," 
July p. 196 (about Anna Bishop). 
Goddard, Henry, P. "Some Actresses I Have Known," Aug* p. 206, 
Anonymous. "Ernest Lawford and His Art," Aug., 1906, p. 222, 
Walker, George, W. "The Real 'Coon' on the American Stage," 
Aug., p. 224. 
Worm, Toxen, A. "An Evening with Betty Hennings," Sept* p. 
238. 
Whitworth, Grace. "The Homes of the Players," Sept., p. 242. 
Lewis, Ada. "My Beginnings," Sept* p. 251. 
Toole, J. L. "Stories of J. L. Toole," Sept* p. xii. 
Patterson, Ada. "A Personal Interview with 'The Virginian', 
Chats With Players No. 50, Dustin Farnum,". Oct* p. 272. 
Winter, William. "A Beautiful Life," Oct* p. 280. 
Goddard, Henry, P. "Some Players I Have Known," Nov., p. 295. 
Jenks, George, C. "Little Tragedies of New York's Rialto," 
Nov* p. 297. 
Bellew, Kyrle. "My First Appearance on Any Stage," Nov* p. 
304. 
Anonymous. "A New Emotional Actress," Nov* p. 306 (about Lena 
Ashwell). 
Keightley, Mabel, Shambleau. "Roselle Knott—The Marlowe of 
the West," Nov* p. 307. 
Gerson, Paul. "The Mission of the Dramatic School," No-*, p. 
308. 
Nillson, Carlotta. "Realism as the Standard of Modern 
Acting," Dec., p. 324. 
Warfield, David, "Do Actors Feel the Emotion They Portray?" 
Dec* p. 330, 
Patterson, Ada. "A Serious Talk With a Funny Woman," Dec* 
p. 331 (about Marie Cahill). 
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A,P. (Ada Patterson?). "Alexander Carr—The New Warfield," 
Jan* p. 6. 
X. "Russian Artiste Becomes An American Star," Jan* p. 12 
(about Naaimova). 
Hawthorne, Grace. "Some Stage Memories from Europe," Jan* 
p. 24. 
Anonymous. "Margaret Anglin and Lena Ashwell in Mrs. Dane's 
Defense," Jan., p. iv. 
Goddard, Henry, P. "Players I Have Known—Two Julias," Feb* 
p. 45 (mainly about Julia Marlowe and Julia Arthur). 
Patterson, Ada. "Frances Starr—The Cinderella of the Stage," 
Feb* p. 50. 
Cohan, George, M. "My Beginnings," Feb., p. 52, 
Anonymous. "Mme, Alia Nazimova as Ibsen's Nora," Mar., p, 72, 
Baker, Hettie, Gray, "John Philip Kemble, Founder of the 
Kemble Dynasty," Man, p, 73. 
Patterson, Ada. "An Interview With John Forbes Robertson, 
Chats With Players, No. 52," Man, p. 74. 
Weber, Joe. "My Beginnings," Man, p. 81. 
Goddard, Henry, P. "Players I Have Known—Jefferson and 
Florence," Apn, p. 101. 
Patterson, Ada. "An Interview With Jessie Millward, Chats 
With Players, No. 53," Apr* p. 106, 
Anonymous, "The Actors' Fund Fair," Apr* p. xv; May, p. 118. 
Breese, Edmund. "My Beginnings," May, p. 135. 
E. L. (Elise Lathrop?). "Mme. Oda in Ibsen Plays," June, p. 
149. 
Patterson, Ada. "Ellen Terry—The Woman and the Actress, 
Chats With Players, No. 54," June, p. 162. 
Parkes, Albert, L. "The Only Woman To Cross Niagra on a 
Rope," June, p. 168 (about Signorina Spelterini). 
Baker, Hettie, Gray. "Master William Betty, The Infant, 
Roscius," July, p. 176. 
Held, Anna. "My Beginnings," July, p. 180. 
Patterson, Ada. 'William Collier—The Man and the Comedian, 
Chats With Players," No. 55." July, p. 184. 
X.X. "Olga Ne.thersole—Actress and Philanthropist," July, 
p. 194. 
Grey, Katharine. "My Beginnings," Aug* p. 210, 
Parkes, A, L. "The Debut of Henry E. Abbey as a Showman," 
Aug., p. 215, 
Patterson, Ada, "An Interview With a Multiple Woman, Chats 
With Players, No. 56, Nasimova," Aug., p. 219, 
Traoy, Cora, Lingard. "Reminiscences of a Playgoer—1872-
1873," Aug* p. 222. 
A.P. (Ada Patterson?), "Billie Burke—John Drew's New 
Leading Woman," Sept* p. 230, 
Peacock, Anne, "Mme. Nazimova to Enact Her Ideal Woman," 
Sept* p. 231. 
Nilson, Carlotta. "My Beginnings," Septra, p. 236. 
Patterson, Ada. "Alex Carr Tells How He Imitates Warfield, 
Chats With Players, No. 57," Oct* p. 277. 
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Mawson, Harry, P, "Richard Mansfield's True Rank as an 
Actor," Oct* p. 282. 
Goddaxd, Henry, P, "Some Famous Players I Have Known," Nov., 
p. 298, (mainly about Booth, John T. Raymond and Rosina 
Vokes). 
Robson, May, "My Beginnings," Nov., p. 305, 
Bell, Archie, "Were Mansfield's Eccentricities Proof of 
Genius?" Dec* p, 323 
1908 
Daly, Arnold. "My Beginnings," Jan* p. 25. 
X.Y.Z. "Rose Melville—The Feminine Denman Thompson," Jan* 
p. 28. 
Patterson, Ada. "A Drive With America's Youngest Dramatic 
Star, Chats With Players, No. 58, Frances Starr," Feb, p. 
47. 
Baker, Hettie, Gray. "The Sotherns—Father and Son—As Lord 
Dundreary," Feb* p. 55. 
Barrell, Charles, Wisner. "A Versatile Character Actor," 
Feb, p. 57 (about Theodore Roberts). 
X.X. "Facial Expression And What It Means to the Players," 
Man, p. 70, 
Mason, Louise Hurlbut, "Edith Wynne Matthison Returns to the 
American Stage," Man, p. 76, 
Keenan, Frank. "My Beginnings," Man, p, 78. 
Schrader, Frederick, F. "Is the Leading Man the Leading Man?" 
Man, p. 81. 
Patterson, Ada. "James O'Neill—The Actor and the Man, 
Interviews with Players, No. 59," Apn, p. 101, 
Frame, Virginia, "Society Leaders in Plays and Tableaux," 
Apn, p. 106. 
R.S. (Richard Savage?) "Ralph C. Hers—A Versatile Comedian," 
May, p. 124, 
Patterson, Ada. "An Eccentric Comedian of the Old School, 
Chats With Players, No. 60, W. J, Ferguson," May, p. 129. 
Mitchell, Louise, D. "The Red Man—On And Off the Stage," 
June, p. 148, 
Oppenheimer, Francis. "The Original Music Master," June, p. 
150 (about Karl Feininger), 
Dodge, Wendell, Phillips, "The Actor in the Street," June, p. 
156 (about Otis Skinner). 
Hirsh, S. Morrell. "The Evolution of a Child of the Stage," 
June, p. 158 (about Mabel Taliaferro). 
X. "Two Veterans of the American Stage," June, p. 160. 
Patterson, Ada. "Has the Ingenue Disappeared From Our 
Stage?" June, p. 162. 
Dodge, Wendell, Phillips. "The Actor in the Street," July, 
p. 178 (about Lew Fields). 
R.S, (Richard Savage?) "John Mason—An Actor of Strong 
Personality," July, p. 182, 
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Jenks, George, C. "The First Season of a Stage Debutante," 
July, p. 186* 
Patterson, Ada. "A Chat with Old Josh Witcomb, Interviews 
with Players, No. 61," July, p. 192, 
Elliott, Maxine, "Maxine Elliott's Advice to Stage-Struok 
Girlst *Don»t'" Aug* p. 202, 
Steell, Willis, "The Kiss on the American Stage," Aug,, p. 
205. 
Goddard, Henry. "Some Players I have Known," Sept*, p. 237 
(mainly about Modjeska, Viola Allen and Nance O'Neill). 
Patterson, Ada. "New Stars of the New Season," Sept., p. 244* 
Winslow, Helen, "A Celebrated French Actress at Home," Sept* 
p. 251 (about Gabrielle Rejane). 
Patterson, Ada. "A Chat With His Satanic Majesty," Oct* p. 
262 (about George Arliss), 
Dodge, Wendell, Phillips, "The Actor in the Street," Oct, p. 
271 (about Ermete Novelli). 
Patterson, Ada, "A Sunday Morning Chat With Billie Burke, 
Interviews With Players, No, 62," Nov., p, 300* 
Hornblow, Arthur. "Is It Worth While?" Dec, p. 325 (oemments 
about stage careers by Mme, Calve, Arnold Daly, vlerry Lauder, 
Rose Stahl, Billie Burke, Wilton Lackaye, Blanche Bates, 
Virginia Harned, and Maxine Elliott). 
Dodge, Wendell, Phillips. "The Actor in the Street," Deo, p. 
326 (about Arnold Daly). * 
Lathrop, Elise. "A Successful Star of the New Season," Deo, 
p. 328 (about Louise Gunning). 
Patterson, Ada. "'Tom' Wise on the Business of Being Funny," 
Dec* p. 336. 
1£0£ 
Anonymous. "The Stars of To-morrow," Jan., p. 6* 
Anonymous, "Stage Stars Who are Music Lovers," Jan* p, 10, 
Williams, John, D, "Speeches That Made Great Stage Parts," 
Jan., p. 24. 
Wilstach, Paul. "Richard Mansfield—The Man and the Aotor," 
Jan*, p. 31. 
Dodge, Wendell, Phillips. "The Actor in the Street," Feb, 
p. 49 (about Wilton Lackaye). 
Patterson, Ada, "Richard Bennett—An Actor to be Reckoned 
With," Feb, p, 64. 
Jenks, George. C. "My Friend Bassanio," Feb* p. 66 
(fictional?). 
Anonymous, "The Stars of To-morrow," Feb, p. 69, Man, p. 80, 
. Apn, p. 113. 
Anonymous. "Constant Coquelin, Prince of Comedians," Man, 
p. 85, 
Leigh, Ora, "The Stage On Which Maude Adams First Appeared," 
Man, p. 88. 
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Dodge, Wendell, Phillips. "The Actor in the Street," Apn, 
p. 114 (about Henry E. Dixey). 
Patterson, Ada* "Joseph Kilgour—A Stock Broker Who Became 
an Actor," Apn, p. 125. 
Anonymous. "A Brilliant Career Closes for Helena Modjeska," 
May, p. 139. 
Barrell, Charles, W. "Holbrook Blinn—An Actor of the 
Realistic School," May, p. 144. 
Anonymous. "The Stars of To-morrow,!* June, p. 174, July, 
p. 11. 
Mitchell, Louise, D. "In a Nursery Behind the Footlights," 
June, p. 178. 
Dodge, Wendell, Phillips. "The Actor in the Street," June, 
p. 182 (about James T. Powers). 
A.P. (Ada Patterson?) "An Actor Who Couldn't Be a Surgeon," 
June, p. 192 (about Frank Worthing). 
Steell, Willis. "Where Are Our Great Actors?" June, p. 199. 
Anonymous. "Maude Adams in Schiller's Joan of Arc." July, 
p. 8. 
Dodge, Wendell, Phillips, "The Actor in the Street," July, 
p. 20, (about J, E. Dodson), 
Blakeslee, Fred, Gilbert, "Suping with Nethersole," July, p. 
26. 
X.X. "Two Clever Youngsters Who Have Charmed Broadway," July 
p. 29 (about Leona Watson and Effingham Pinto). 
Anonymous. "Joan of Arc in the Stadium at Harvard," Aug* p. 
38. 
Baker, Hettie, Gray, "John Westley—An Unconventional 
Juvenile Actor," Aug., p. 40. 
G.T.F. "Players of Yesterday," Sept., p. 82, 
Jenks, George, C. "The Gloomy Life of the Understudy," Sept*, 
p. 98. 
Patterson, Ada. "A New Comedian From the East Side," Oct* p, 
110 (about Bobby North). 
Klauber, Adolph. "Beerbohm Tree—Actor and Man," Oct* p. 120, 
Anonymous, "Who's Who Among the New Theatre Players," Nov., 
p. 144. 
A.P. (Ada Patterson?) "A Little Queen of the Stage in Real 
Life," Nov., p. 152 (about Elsie Ferguson). 
Anonymous. "The Stars of To-morrow," Nov, p. 156. 
Williams, Edith, B. "The Actors' Colony in Cohasset," Nov., 
p. 162. 
Frohman, Daniel. "Miss Neilson and the Bear," Dec*, p. 174. 
Arliss, George. "The Actor in the Street," Dec* p. 199. 
Dodge, Wendell, Phillips. "'Making Up' a Successful Character 
Actor," Jan*, p. 21 (about Tom Dodson), 
Patterson, Ada, "Ben Johnson—A Player Who Understands 
Restraint," Jan, p. 22. 
Davidson, L. M. "Passion Players Between Seasons," Jan, p.26. 
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Anonymous. "The Stars of To-morrow," Feb., p. 54. 
Patterson, Ada* "Marie Tempest—Leading English-Speaking 
Comedienne, Chats With Players, No. 64," Feb* p. 60. 
Savage, Richard. "Creating the Role of Madame X," Man, p. 
7. (about Dorothy Donnelly). 
Steell, Willis. "Edmund Kean and His American Enemies," Man, 
p. 87. 
A.P. (Ada Patterson?) "Tully Marshall Who Wanted to Stop 
Acting," Man, p. 89. 
Sienkiowioz. "Sienkiowicz's Tribute to Helena Modjeska," 
Man, p. 90. 
Morgan, Mary* "The Oldest Actress on the American Stage," 
Apn, p. 104 (about Mrs. Sol Smith). 
Patterson, Ada. "Isabel Irving—The Eternal Ingenue," Apn, 
p. 124. 
Bronson, Edgar, Beecher. "Edwin Booth's Opinion of the Players 
of His Day," May, p* 162. 
Patterson, Ada* "Helen Ware—An Actress of the Natural 
School," June, p. 198, 
Patterson, Ada, "How the Players Rest During the Summer 
Season," July, p. 16. 
Bell, Archie. "The Other Side of the Gentle Music Master," 
July, p. 18 (about David Warfield). 
A.R. "A Rehearsal With the Late Sir Henry Irving," Aug, p. 
39. 
Hartley, Randolph. "Maria Seebach and Her Home For German 
Players," Aug* p. 52. 
Morrissey, James, W. "Some Theatrical Memories of Other 
Days," Oct, p. 113 (about Mary Anderson in London). 
Patterson, Ada. "A Rehearsal Chat With Miss Pauline Chase," 
Oct*, p, 118, 
Patterson, Ada* "A Few Minutes' Chat With Beautiful Killy 
Gordon," Nov,, p. 142. 
Anonymous. "The Stars of Tomorrow," Nov., p. 158. 
Dodge, Wendell, P. "The Children of the Blue Bird—On And 
Off the Stage," Dec* p. 170. 
Steell, Willis. "A Stage Favorite Under the First 
Napoleon," Dec* p. 174 (about Mme, Mars). 
L.F.P, (Lucy France Pierce?). "Mrs, Fiske in a Highly Colored 
Comedy Role,'11 .T|&!£->». P«< 176.. 
1111 
A.P. (Ada Patterson?). "Emma Dunn—Stage Mother," Jan* p, 
21. 
Patterson, Ada. "An Intermittent Chat With Edith Wynne 
Matthison," Feb, p. 54, 
Dodge, Wendell, Phillips. "The Actor in the Street," Feb, 
p. 60, (about George M. Cohan), 
Goddard, Henry P. "Players I Have Known," Feb, p. 63. 
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Bradford, Margaret. "A Chat With Julia Marlowe and Susan 
B. Anthony," Man, p. 78. 
L.F.P. (Lucy France Pierce?). "The Last of the Mestayers," 
Man, p. 88. 
Lawrence, W. J, "A Pioneer American Aotresa," Man, p, 91 
(about Mrs. Wilder). 
Nathan, George, Jean. "The Guardians of Glamor," Man, p. 93. 
Bates, Blanche. "Blanche Bates and the 'Widders'" Man, 
p. 96. 
Lynch, Gertrude. "The Real William Gillette," Apn, p. 122. 
Patterson, Ada. "The Greatest of Stage Old Maids," Apr., p. 
127 (about Zelda Sears). 
Patterson, Ada. "Edith Taliaferro—A Stage Sage of 
Seventeen," May, p. 158. 
Patterson, Ada. "The Art of Kitty Cheatham," June, p. 209. 
Anonymous. "Players in Vacation Season," July, p. 28. 
Patterson, Ada.' "The 'Make-Up' Half Hour With Mabel Hite," 
July, p. 30. 
Mawson, Harry, P. "Selecting a Cast," Aug* p. 42. 
Lawrenoe, W. J. "Peg Woffington in Paris," Sept., p. 82. 
Patterson, Ada. "Rose Stahl—An Actress of Rainbow 
Personality," Sept, p. 98. 
Patterson, Ada. "Playing the Preacher," Oct* p. 125 (about 
John Findlay). 
M.M. "Scintillations of a Youthful Star," Nov., p. 178 (about 
Douglas Fairbanks). 
Collins, Charles, W. "Mrs. Fiske in a New Play Satirizing 
Marriage," Dec*, p. 192. 
Patterson, Ada. "Mary Anderson—Yesterday and To-day," Dec., 
p. 194. 
Acker, Edward. "Irving and I," Dec* p. 208. 
1912 
Nathan, George, Jean. "The Falling Star System," Jan., p. 12, 
Patterson, Ada. "William H. Crane—An Actor Who Loves His 
Art," Jaiu> p. 8. 
O'Connor, Evelyn. "The Diary of a Daly Debutante," Feb, 
p, 57, 
Patterson, Ada. "Bruce MoRae—America's Most Popular Lead-
ing Man," Feb* p. 62, 
Peaoock, Anne, "Seventy Weeks of Stock in New York," Feb, 
p, 67, 
Patterson, Ada. "Otis Skinner—America's Leading Romantic 
Actor," Man, p, 101, 
A.P. (Ada Patterson?), "Nine Years Young and a Near Star," 
Man, p, iv (about Juliet Shelby). 
Klauber, Adolph, "Training School for Actors," Man, p. xviii. 
Swan, Arthur, "A Modern Master Betty," Apn, p. 118, (about 
Percy Helton), 
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Grau, Robert. "Is a Revival of Pantomime at Hand?" Apn, 
p. 126. 
Anonymous. "Sisters Who Have Won Out On the Stage," Apn, 
p. 128 (about Mary and Florence Nash), 
Patterson, Ada. "A Chat with Margaret Illington," May, 
p. 141. 
A.P. (Ada Patterson?). "How Walker Whiteside Became a 
Japanese," June, p. 180. 
Patterson, Ada. "The Players in Vacation Season," June, 
p, 168, 
Jenks, George, C, "Fishing For Lines," July, p. 4. 
Dodge, Wendell, Phillips. "The Frolicsome Lambs," July, 
p. 10. 
Patterson, Ada. "Before the Matinee With Fay Templeton," 
July, p. 23, 
Bell, Archie. "Famous Women Who Have Been Dramatized, No. 3* 
Charlotte Corday," July, p. 25, 
Patterson, Ada. "An Ariatoorat of the Stage," Aug., p, 43 
(about Osorgie Woodthorpe). 
Bell, Archie, "Famous Women Who Have Been Dramatised, No, 4* 
Adrienne Leoeuvreur," Aug., p. 61. 
Theaomai, "An Interpreter of Plays," Aug., p, 64 (about 
Harriet Labadie). 
Jenks, George C. "A 'Type' to Order," Sept, p. 74. 
Bell, Archie. "Famous Women Who Have Been Dramatised, No. 5. 
Du Barry," Sept* p. 86. 
Page, Will, A. "America's Richest Actress," Oct, p. 114 
(about Lotta Crabtree). 
Coward, Edward, Fales. "France Honors an Actor," Sept* p. 
79 (about Mounet-Sully). 
Goddard, H, P. "Players I Have Known," Septa, p. 62 (about 
Edward A. Sothern and George Rignold). 
Raeburn, Eleanor. "Belasco's New Leading Woman," Oct*, p. 
110 (about Gladys Hanson). 
Patterson, Ada. "Royalty's Favorite Player," Oct* p. 121 
(about Sidney Valentine). 
Smith, Sol, Mrs. "Reminiscences of America's Oldest Actress," 
Oct* p. 124. 
Dodge, Wendell, P. "The Best Dressed Actor on the Stage, Nov*, 
p. 149 (about John Mason). 
Erskine, Lucille. "Nasimova—The Unknowable," Den, p. 186, 
Patterson, Ada. "The Player's Christmas," Dec* p. 196. 
1913, 
Morgan, M. "Becky's Point of View," Jan* p. 9. (about 
Franoes Starr). 
Patterson, Ada. "The Lady of Burkeleigh Crest," Jan., p. 26 
(about Billie Burke). 
Bell, Benedict. "Two Brothers," Jan, p, 31 (about Edwin and 
John Wilkes Booth). 
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F.C.F. (Frances C, Fay?) "Rudolf Schildkraut—Character 
Actor," Feb*, p. 54. 
Patterson, Ada. "Annie Russell and Her Unique Venture," 
Feb, p. 56. 
Blake, Rodney. "How Success First Came to Edwin Booth," 
Feb* p. 60. 
Dodge, Wendell, Phillips. "An Actor With Not a Word To 
Speak," Feb., p. 62 (Arthur Shaw as the Property Man in 
The Yellow Jacket). 
Peacock, Anne. "Behind the Scenes," Feb,, p. 64. 
Anonymous. "Maude Adams' Stock Company," Feb., p. vi. 
Patterson, Ada. "Laurette Taylor—A New Star," Man, p. 82. 
vom Baur, Eva. "Doris Keane—An Actress of Serious Purpose," 
Apn, p. 112. 
B.L. "A Dressing Room Chat With Douglas Fairbanks," Apr., 
p. 116. 
Plimmer, Marcus. "The Old School," Apn, p. 126. 
Kitchen, Karl, K. "Undone By A Song," May, p. 143 (about Eva 
Tanguay), 
Patterson, Ada, "Greatest Grande Dame on American Stage A 
German," May, p. 144 (about Mathilda Cottrelly). 
A.P. (Ada Patterson?) "Robert Hilliard—A Versatile Actor," 
May, p. 154. 
Frederick, Pauline, "From the Chorus to Legitimate Dramatic 
Star," June, p. 172. 
Patterson, Ada. "May Irwin on Popularity," June, p. 175, 
Calder, Chester, T. "Mrs, Fiske--0ur Intellectual Actress," 
June, p. 182, 
Jenks, George, C. "Players Who Have Inherited the Talent of 
Their Parents," July, p. 16. 
Dodge, Wendell, Phillips. "A Chat With Blanche Bates," July, 
p. 22. 
Clare, Jesse, G. "Memories of Mummers," July, p. 25. 
Mawson, Harry, P. "In Stock," July, p. 27. 
C.A. "The Decline of Acting," July, p. 34. 
Patterson, Ada. "George Fawcett, Apostle of the School of 
Suggestion," Aug., p. 46. 
Jenks, George, C. "When Mabel Meets the Actors," Aug, p. 48. 
Eltinge, Julian. "How I portray A Woman On the State," Aug* 
p. 56. 
Goddard, H. P. "Players I Have Known," Aug., p. 70. 
A.R. "Lou Tellegen—A New Scarpia," Aug* p. xv. 
Taylor, Marion, "Forbes-Robertson's Farewell to the Stage," 
Sept, p, 84, 
Anonymous. "New Stars of the Season," Sept* p, xxiii, 
Jolaon, Al. "Training An Audience to Laugh," Oct, p. 134, 
Patterson, Ada, "Cyril Maude—London's Foremost Comedian," 
• Nov,, p. 165, 
Anonymous, "The Romance of Peggy O'Neil," Dec*, p. 180, 
de Wagstaffe, William, "Coining Admiration Worth Half a 
Million a Year," Dec, p. 190 (about Maude Adams), 
Patterson, Ada, "An Optimist of the Stage," Dec* p. 198 
(about Sir Johnston Forbes-Robertson). 
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1914 
Hopper, De Wolf. "If I Had Never Been An Actor," Jan* p. 9. 
V.P.D. "The Harlequin Again On Broadway," Jan* p. 26 (about 
a Mr, Smith in Turandot). 
Martin, Boyd. "A Famous Gallery of Players," Jan., p. 36. 
Patterson, Ada. "The Taliaferros—Sisters and Co-Stars," 
Feb,, p. 70. 
Bell, Archie. "Stage Women as Ideal Pet Owners," Feb*, p. 76. 
A.P. (Ada Patterson?), "Troubles of a Matinee Idol," Feb, 
p. 80 (about Donald Brian), 
Pingree, Maude. "Great Tribute to Dead Jewish Actor," Man, 
p. 115 (about Sigmund Mogulesko). 
Derit, R. E. "The Commoners of the Stage," Mar, p. 128; Apn. 
p. 193. 
A.P. (Ada Patterson?). "A Chat With Valli Valli," Apn, p. 184. 
Clark, Marguerite. "The Disadvantages of Being Girlish," 
Apr*, p. 188, 
Patterson, Ada. "When Blanche Ring Sings," Apn, p. 196, 
Pingree, Maude. "Are Women of the Stage Happy?" May, p. 239. 
Belasco, David. "The Gamboling Lambs," May, p. 230. 
Dodge, Wendell, Phillips. "Frank Craven—Play-Actor and Play-
Builder," June, p. 296. 
Barrymore, John. "What is a Juvenile Lead?" June, p. 304. 
Morgan, Mary. "William Courtenay, The Stage Lover," July, 
p. 12. 
A.P. (Ada Patterson?). "Acting Helps a Woman to Live," July, 
p. 14, (about Janet Beecher). 
Kitchen, Karl, K. "Sisters of the Stage," July, p. 23. 
Kincaid, Z. "Leading Actresses of Japan," July, p. 31. 
Eubanks, L. E. "Acting and Health," July, p. 43* , 
Case, Paul, T. "The Real Richard Mansfield," Aug, p. 58. 
Bell, Archie. "Pity the Brother," Aug, p. 67. 
White, George, R. "Romance and Pathos of the Super's Life," 
Au#>, p. 75. 
Anonymous. "How A Child Beoame a Tragedienne," Aug* p. 82 
(about Viola Dana). 
Patterson, Ada. "Actresses Who Have Their Chance This Season," 
Sept*, p. 106. 
W.P.E. "Tumbling Into Fame," Oct* p. 171. (about Maude 
Edburne). 
Macgowan, Kenneth. "Liberating the Stage Child," Oct, p. 173. 
Patterson, Ada. "Actresses' Clubs in America," Oct* p. 182. 
Russell, Annie. "The Woman of the Stage," Oct* p, 177. 
Geffen, Yetta, Dorothea. "A Queen of Stage Adventuresses," 
Dec* p. 291 (about Gail Kane). 
1915 
Preston, Raymond. "The Art of Ernest Glendinning," Jan, p. 
31. 
A.P. (Ada Patterson?). "A Morning Chat With Marie Tempest 
on Comedy," Feb* p. 70. 
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Fields, Lew. "What I Want To Do," Man, p. 125. 
The Editor. "My First Lines," Man, p, 143 (comments by 
various important actors and actresses); May, p. 258, 
Patterson, Ada. "How Frances Starr Trained For the Role 
of a Nun," Apn, p. 174, 
Anonymous. "Chrystal Heme—A Versatile Actress," Apn, p. 176. 
Grau, Robert. "When They Were Twenty-One," Apn, p. 191; 
June, p. 307. 
A.P. (Ada Patterson?) "A Real Alice—In Wonderland," May, p. 
231 (about Vivian Tobin). 
Bell, Archie. "Discouragements," June, p. 298 (about dis-
couragements of Ethel Barrymore, Richard Mansfield, Wilton 
Lackaye and others). 
A.P. (Ada Patterson?). "A Female David Warfield," June, p. 
302 (about Emma Dunn). 
Anonymous. "A Master of Make-Up," June, p. 310 (about Fred 
A. Stone). 
Patterson, Ada. "The Inner Life of the Actress," July, p. 21. 
. Graves, Ralph. "Bits That Have Made Actors Big," July, p. 25. 
(about Ann'Swinburne, Blanche Bates, May Robson, Haidee 
Wright and others). 
Anonymous. "Where They Are Summering," Aug., p. 60. 
Cook, Burr, C. "New York's Understudy Club," Aug* p. 67. 
Patterson, Ada. "Unto the Fourth Generation of Players," 
Aug., p. 72 (about Georgie Drew Mendum). 
Patterson, Ada. "Hobbies of Players," Sept* p. 126, 
Fyles, Vanderheyden. "New Faces and Old Names," Sept* p. 128. 
A.P. (Ada Patterson?). "Lou-Tellegen Talks of the Stage 
and Bernhardt," Sept* p. 132. 
Walsh, Townsend. "Billie Burke's Clever Father," Sept* p. 
138. 
A.B. "Servants of the People," Oct* p. 174, 
Patterson, Ada. "Twenty Years a Star," Nov* p. 236 (about 
May Irwin), 
By the People Who Know Best. "The Stage Struck Girl," Nov* 
p. 249. 
Held, Anna. "When the Player Grows Tired," Dec* p. 290. 
Anonymous, "Emily Stevens—A Cerebral Actress," Dec*, p, 292, 
1916 
Dale, Alan. "'Types' Not Actors, Wanted!" Jan, p. 13. 
O'Connor, Eileen, "Leo Ditrichstein—Player and Playwright," 
Jan* p. 18. 
Matthison, Edith, Wynne, and Lillian Russell, "Is the Stage 
a Perilous Place for the Young Girl?" Jan* p. 22. 
Patterson, Ada. "Julia Arthur's Return to the Stage," 
Jan,, p. 29. 
O'Connor, Eileen. "Sixty Years on the Stage," Feb* p. 77, 
de Wagstaffe, William, "The Painted Heart of an Actress," 
Feb* p. 80 (about Ethel Barrymore), 
- ; 
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1916 (Continued) 
Anonymous. "Nat Wills—The Telegraph Boy," Feb* p. 84. 
Dale, Alan, "American Versus English Actors," Man, p, 133. 
Cowl, Jane. "Is Stage Emotion Real?" Man, p. 145. 
Patterson, Ada. "Playing Under Fire," Man, p. 149 (about 
Laurette Taylor). 
Eubanks, L. E. "The Actor's Voioe," Man, p. 180. 
Patterson, Ada. "What They Would Have Been If They Weren't 
What They Are," May, p. 292. 
Leftwich, Alexander. "Directing a Million Dollars Worth of 
Stars," May, p. 294. 
Bell, Archie. "Violet Dale—A Remarkable Feminine 
Impersonator," May, p. 298. 
Cook, Burr, Chapman. "Manufacturing Stage Laughter," June, 
p. 359, 
H.T.B. (Helen Ten Broeck?). "The New Lady of Philipse 
Manor," July, p. 16 (about Elsie Janis). 
Ten Broeok, Helen. "From Comedy to Tragedy," July, p. 23 
(about John Barrymore). 
Anonymous. "Players At the Season's Largest Stage Party," 
July, p. 28. 
Anonymous. "Player Folk in Summer Settings," Aug* p, 64, 
Ten Broeok, Helen, "From Carmen to Cookery," Aug* p. 69 
(about Marie Tempest), 
Dodge, Wendell, Philips, "The Quaker Girl A Star in The 
Follies." Aug* p. 71 (about Ina Claire), 
Maxwell, Perriton, "Stage Beauty in Breeches," Aug* p. 73. 
Burke, Billie. "Personal Reminiscences," Sept*, p. 123, 
Burnham, Charles. "The Unappreciated Super," Sept* p, 134, 
Patterson, Ada, "Standardising an Actress," Sept* p. 142 
(about Jobyna Howland), 
Ten Broeck, Helen, "Why Jimmie Powers Came Back," Sept* p. 
150. 
Lindsey, Ben, Judge. "The Stage Child and the Law," Oct* p. 
192. 
Patterson, Ada. "Players in Business," Oct* p. 202. 
Sykes, William. "Excursions Through An Old Scrap Book, No, 
1, The Actress Who Rules a Kingdom," Oct* p. 210 (about 
Lola Montes). 
Cowl, Jane. "Personal Reminiscences," Nov* p. 270. 
Sykes, William. "Excursions Through An Old Scrap Book, No. 
2, Ada Isaacs Menken," Nov* p. 294, 
O'Connor, Eileen, "How Actors Keep Young," Nov* p. 296, 
Mason, John. "Personal Reminiscences," Dec., p. 350. 
An Intimate For Twenty-Five Years. "Edwin Booth's Real 
Self," Dec, p. 360. 
Ten Broeck, Helen. "Motherhood and Art," Dec* p. 372 
(about Blanche Bates). 
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Ten Broeck, Helen. "A Famous 'Old Woman* of Our Stage," 
Jan., p. 28. (about Emma Dunn). 
Bell, Archie. "The Julian Eltinge of China," Jan* p. 36 
(about Cha Pih Yung). 
Ten Broeck, Helen. "Three Impressions of Maxine Elliott," 
Feb* p. 74. 
Sykes, Wm. "Excursions Through An Old Scrap Book, No, 3. 
Dan Bryant," Feb* p. 104. 
Anonymous. "Nazimova—An Apostle of the Drama," Man, p. 144. 
Anonymous. "Some Famous Falstaffs," Man, p. 146. 
Herzberg, Max. "David Garrick 1717-1917," Man, p. 158. 
Crosman, Henrietta. "The Gentle Art of Comedy," Man, p, 160. 
Ranck, Edwin, Carty. "Charm Vs. Acting on the Stage," May, 
p. 282. 
Starr, Frances. "Personal Reminiscences," June, p. 330. 
Janis, Elsie. "How I Do My Imitations," June, p. 336. 
Ten Broeck, Helen. "Actresseji Who Write Plays," June, p. 
354 (about Jane Cowl and Maude Fulton), 
Patterson, Ada. "New Stars For Broadway," June, p. 360 (about 
John'Craig and Mary Young), 
Ten Broeck, Helen. "Successful Stage Mothers," July, p. 16 
(mainly about Mrs. Janis, Mrs. Rambeau and Mrs. Nash), 
Morosco, Oliver. "What 'Stock' Means to the American Drama," 
July, p. 8. 
Ware, Helen, "The Road," July, p. 26. 
Anonymous. "Actors Who Have 'Come Across'" July, p. 38 
(about war activities). 
Anonymous. "Famous Relics At the Belasco," July, p, 40. 
Howard, Marion. "Echoes of the Past," July, p. 55 (about Josie 
Orton). 
Anonymous. "Diary of a Famous Actor," Aug* p. 72 (about 
Garrick's Diary). 
Eaton, Walter, Prichard. "Beauty Unnecessary for Stage 
Success," Aug* p. 80. 
Warfield, David, "Personal Reminiscences," Aug, p. 84* 
Ten Broeck, Helen. "Stage Money," Aug., p. 86. 
Seton, Harold. "Four Diaries," Aug., p. 94* 
Anonymous. "Death Claims Player and Critic," Aug., p. 100 
(obituaries of Sir Herbert Beerbohm Tree and William 
Winter). 
Anonymous. "Fay Bainter—A Star of Tomorrow," Aug* p. 96, 
Stanley, W. A. "Richard Mansfield's Real Self," Sept, p. 
126, Oct* p. 200. 
Bayes, Nora, "Holding My Audience," Sept* p, 128, 
Burke, Billie and Wilton Lackaye, "Do Players Seldom 
Marry?" Sept* p. 144. 
Burnham, Charles, "The Actor in the Time of War," Nov., p. 
272. 
Patterson, Ada. "Grant Mitchell—The Tailor-Made Man," 
Nov., p. 274* 
Ten Broeck, Helen. "Stage Women Doing Their Bit," Nov,, p. 
282. 
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1917 (Continued) 
O'Connor, Eileen. "How They Get Their Stage Names," Nov., 
p. 296. 
O'Neill, James. "Personal Reminiscences," Dec*, p. 338. 
Hilliard, Robert. "The Theatrical Christmas," Dec* p. 354. 
Eustace, Jennie. "Stepping Stones," Deo* p. 366 (about the 
Fred Stone family). 
1918 
Patterson, Ada. "The Theatre Workshop," Jan*, p. 30* 
Taylor, Laurette. "Versatility," Jan*, p. 32. 
Seton, Harold. "Too Too Solid Flesh," Feb* p. 74. 
Reed, Florence. "The Sex Appeal," Feb«, p. 94, 
Allen, Lewis. "When the Matinee Idol Goes Home," Feb., p. 96. 
Bloom, Vera. "Twinkle, Twinkle, Little Star!" Feb*, p. 100 
(about child stars). 
Archbald, Anne. "Behind the Scenes with Miss Marjorie 
Rambeau," Feb*, p. 108 (Fashions), 
Gilchrest, W. Forrest. "After the Final Curtain," Man, p. 
166. 
Garside, Frances L. "Confessions of the Wife of a Matinee 
Idol," Man, p. 168. 
Beaupre, Dr. "Beauty is Skin-Deep," Man, p. 169. 
Go'udiss, C. Houston, "How the Artist Keeps Fit," Man, p, 
178 (about William Faversham). 
Ten Broeck, Helen, "The Barrymores and Augustus Thomas," 
Apn, p. 210 (about Lionel Barrymore). 
Bloom, Vera. "The Tyranny of Tears," Apn, p. 214, 
Hughes, Rupert. "The Right Man in the Right Part," Apr., p. 
222. 
Paul, Morris. "Millionaires of the Footlights," May, p. 274. 
Burnham, Charles. "Favorites of Yesterday," July, p. 16. 
Eaton, Walter, Prichard. "Making a Mystery of Acting," July, 
p. 30, 
Patterson, Ada. "The Cleverest Man on Broadway," Aug, p, 74 
(about Leon Errol). 
Adams, William, P, "The Cowboy That Conquered New York," 
Aug* p. 76 (about Will Rogers). 
Burnham, Charles, "The Wallack Centennial," Sept*, p. 150, 
Patterson, Ada, "The Jew on the Stage," Sept* p. 154 (about 
Jewish actors). 
The Editor. "The Most Striking Episode In My Life," Oct* 
p. 200 (comments by Raymond Hitchcock, Irene Franklin, 
Geraldine Farrar and George Arliss); No*, p. 270 (comments 
by Blanche Bates, Leon Errol, Alia Nasimova, Hazel Dawne 
and DeWolf Hopper); Dec, p, 340 (comments by Donald Brian, 
Mitsi, David Warfield and Emmett Corrigan). 
Garside, Frances L. "His Letters Home," Nov., p. 274. 
Patterson, Ada. "A New Rip for the Old," No%, p. 290 (about 
Frank Bacon). 
Franklin, Irene. "Back From the Trenches," Dec* p. 336, 
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1918 (Continued) 
Bloom, Vera. "My Hero," Dec*, p. 342. 
Patterson, Ada. "Children's Year on the Stage," Dec, p. 
350. 
Berkley, Zoe. "The Theatrical Marriage," Dec*, p. 360. 
Anonymous. "Following the Footsteps of Their Elders," 
Dec* p. 363 (about Natalie Manning, Beth Martin and 
Blythe Daly). 
1919 
The Editor. "The Most Striking Episode In My Life," Jan* p. 
14 (about Florence Walton, Cyril Maude, William Faversham 
and Eleanor Painter); Feb* p. 98 (Chauncey Olcott, Jeanne 
Eagles and Florence Nash); Mar., p. 164 (Frank Bacon, Edwin 
Nicander, Frances Starr, Roy Atwell and Marie Wainwright); 
Apr,, p. 228 (Robert B. Mantell, Kate Condon, William Kent 
and Jane Cowl). 
Bell, Lisle. "Star Backgrounds," Jan* p. 26 (dressing rooms'). 
Beckley, Zoe. "Why Are They Actors," Jan., p. 28. 
Van Vechten, Carl. "A Night With Farfariello," Jan., p. 32. 
Anonymous. "New York Honors Edwin Booth," Jan*, p. 34 
(about a statue in Gramercy Park). 
Burnham, Charles. "Real Tragedy of the Stage," Jan., p. 38 
(about Fanny Dean). 
Beckley, Zoe. "Personality Pictures," Feb* p. 70 (about 
Mr. and Mrs. Sidney Drew). 
Ward, Winifred. "On Going On the Stage," Feb*, p. 90, 
Blakeslee, Fred, Gilbert. "Behind the Scenes in Stock," Feb., 
p. 46. 
Reed, Florence. "Wicked Women On the Stage," Man, p. 146. 
Cram, Mildred. "Personality," Man, p, 158. 
McRae, Bruce. "Recollections of Sir Charles Wyndham," Man, 
p, 160. 
Beckley, Zoe. "The Home of a Player," Apn, p. 222, 
Dawn, Hazel, "Naughty Parts in Naughty Plays," May, p. 278, 
Coburn, Charles. "The Art of The Better 'Ole'" May, p. 284, 
Anonymous, "The Stage Honors Mrs, Fiske," June, p, 360, 
Sauohelli, Francesco, D, C , Ph.C, "Putting New Life Into 
the Tired Actor," June, p. 364. 
Thome, Robert, W. "Temper or Temperament—Which?" July, 
p. 10. 
Skinner, Otis, "The Job of Being An Actor," July, p. 18. 
Shermolina, Maria, "John Barrymore's Barber," July, p. 22. 
Seville, Hubert. "Convent-Bred Thespians," July, p. 34. 
Mann, Louis. "Character Acting," Aug., p. 88. 
Seymour, William. "Disciplining the Player," Aug., p. 90. 
Trevor, Norman, "The Gentlemanly Drama," Aug*, p, 96. 
Abthorpe, Ray, "Some Unique Performances," Aug* p. 102, 
Sauchelli, Francesco, "Postponing Old Age," Aug* p, 104. 
Seville, Hubert, "What's In a Name?" Sept* p. 146. 
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1919 (Continued) 
Wren, Rene. "Players Who Died Acting," Sept,, p. 166 (about 
Kean, Moliere, and others). 
Eburne, Maude. "Women Who Are Funny Off the Stage," Oot.. 
P. 230, 
Patterson, Ada, "Another Surprise for Broadway," Oct, p, 
242 (about Allan Dinehart). 
Garside, Frances, L. "The Honest-To-Goodness Truth About 
Me," Oot, p, 244, 
Anonymous, "Aotors* National Memorial Day," Nov., p, 296, 
Seton, Harold, "The Humble Understudy," Dec, p. 380. 
1920 
Morris, Clara. "The Happy Hoodoo," May, p. 377, 
Caven, Taylor. "Tribulations That Beset the Player," Jan., 
p. 8. 
Kaven, Joseph. "The Diary of An Ingenue," Jan,, p. 34; Feb, 
P. 78, 
Andrews, Charlton, "Personality Portraits, No, 1, The Man 
Who Plays Linooln," Feb., p. 88 (about Frank McGlynn), 
Patterson, Ada. "Personality Portraits, No. 2, Ina Claire," 
Mar,, p, 168, 
Seton, Harold. "The Road to Stardom," Mar,, p. 172, 
Morgan, Mary, "Turning Their Backs on the Theatre," Mar*, p. 
186, 
Anonymous. "A Stage Hand on Actors," Mar., p, 188. 
Cowl, Jane, "The Stage As a Career For Women," Apr,, p, 274, 
Nichols, G., R, Burnside, J. Gleason and H. Chesterfield. 
"In the Actors' Clubs," May, p. 398. 
Ten Broeck, Helen. "Society and the Stage," May, p. 406, 
Anonymous. "My Funniest Stage Experience," June, p. 504 
(comments by many actors and actresses), 
Seton, Harold, "Artists in Mimicry," June, p. 512 (mainly 
about Cipsie Loftus and Elsie Janis), 
O'Neil, Nance. "The Unloved Woman on the Stage," June, p. 
516, 
Ford, James L, "Going on the Stage," Mid, p. 6. 
The Editor. "How They Landed Their First Part," Mid, p. 8 
(about Clifton Crawford, Blanche Bates, William Collier 
and Miss Stevens). 
Patterson, Ada, "Personality Portraits, No, 4, Elsie 
Ferguson," Mid, p, 20. 
Ten Broeck, Helen. "Is Stage Matrimony a Failure?" Mid, p. 
24, 
Reynolds, William. "The Boy Prodigy Class Graduates," Mid, 
P. 36.
 y 
Anonymous. "Madame Rejane Dead," Mid, p, 69, 
Ditrichstein, Leo, "Artistic Thrills for Women," Sept,, p. 
82, 
Bird, Carol. "The Road to Yesterday " Nov., p, 258 (about 
Minnie Dupree), 
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de Wagstaffe, William. "How Maude Adams' Mood Fits Barrie's," 
Dec* p. 356* 
Anglin, Margaret. "The 'Star' Idea," Dec, p. 364. 
1921 
W.A.L. "A Negro Genius in Greenwich Village," Jan, p. 8 
(about Charles S. Gilpin). 
Patterson, Ada. "Personality Portraits, No. 5. Helen Hayes," 
Jan* p. 26. 
Seton, Harold. "Fashionable Thespians," Feb* p. 84. 
Ten Broeck, Helen. "The Come-Back of the Male Star," Man, 
p. 184. 
Bird, Carol. "When Should The Actor Quit?" Apn, p* 242. 
Robertson, Catherine. "Is It Luck or Pluck?" Apn, p. 256* 
Bird, Carol. "A Dressing Room Chat With 'Peg'" May, p. 322 
(about Laurette Taylor). 
Bird, Carol. "The Comic Mask," July, p. 8 (about Leon Errol). 
Barrymore, Ethel and W.W. "The Heartbreak of Acting," July, 
p. 32. 
Anonymous. "Actors' Equity Annual Show," July, p, 34. 
Savage, Richard. "What is the Actors* Equity?" Aug., p. 76. 
Brown, Frank, Chouteau. "'The Hub* Defies Broadway," Aug, 
p. 100 (about Boston's stock companies). 
Bird, Carol. "The Jew As a Human Being," Sept*, p* 146 (about 
George Sidney)* 
Sobel, Bernard. "Actors Who Are Hidden," Sept* p. 170 (about 
understudies). 
Anonymous, "New York Honors Frank Bacon—Actor," Nov., p, 292, 
Fiske, Minnie, Madern. "Sex Nonsense on the Stage," Nov* 
p. 294. 
Broadhurst, George. "The 'Closed Shop' in the Theatre," 
Nov., p. 296. 
1922 
Hamilton, Cosmo. "Casting a Play," Jan., p. 8. 
Gillmore, Frank. "Keep the Record Clean," Feb* p. 102 (about 
the Equity strike). 
Patterson, Ada. "Sidney Blackmer—New Broadway Favorite," 
Feb, p. 106. 
Bird, Carol. "A Chat With Anna Christie," Man, p, 162 
(about -Pauline Lord). 
Rothohild, Zeta. "The Art of Paint and Powder," Man, p. 172. 
Hornblow, Arthur. (Editorial). "Shall Foreign Actors Be 
Barred?" Apn, p. 210. 
Patterson, Ada. "'The Stage is a Terrible Business,' Says 
Lackaye," Apn, p. 216. 
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Bird, Carol. "Stage Mary An Extinct Species," May, p. 286 
(comments by Eva Le Gallienne). 
Cavendish, Charles. "Players See Themselves As Dolls," 
May, p. 302. 
Bell, Archie. "Is the Stage Beauty Really Beautiful?" June, 
p. 366. 
Patterson, Ada. "The Stage Honors Rose Coghlan," June, p. 
367. 
Bird, Carol. "How The Player Learns His Part," June, p. 368. 
Watkins, Mary, F. "Stage Interviewing As It Actually Is," 
June, p. 382. 
Bayne, S. G. "Seventy Years a Theatregoer," July, p. 12. 
Bell, Archie. "It's None of the Public's Business," July, 
p. 34. 
Bird, Carol. "An Actress Who Plays Unusual Women," Aug, p. 
72 (about Helen Westley). 
Coleman, Alta, May, "The One Man Show," Aug., p. 96 (mainly 
about Ed Wynn, Al Jolson, Fred Stone and Elsie Janis). 
Watkins, Mary, F. "Where Are the Favorites of Yesterday?" 
Aug* p. 100. 
Bird, Carol, "Enter the Monkey Man," Aug., p, 102 (mainly 
about Louis Wolheim and The Hairy Ape), 
Ford, James, L. "What is an 'Actor-Proof Scene?" Sept,, 
p. 142* (mainly about Boucicault and Rip Van Winkle). 
Patterson, Ada, "Captain Pollock," Sept, p, 154, 
Bird, Carol, "May Vokes," Oct* p. 241. 
Johaneson, Bland. "The Versatile Winwood," Nov., p. 316. 
1923 
Hornblow, Arthur. "011a Podrida: Editorial: What The 
Russian Players Taught Us," May, p. 7 (about Moscow Art 
Theatre), 
Patterson, Ada, "Helen Menken: Philosopher and Player," 
May, p. 26, 
Hornblow, Arthur. "011a Podrida: Editorial: Absurdities and 
Injustices of the 'Star' System," July, p. 7. 
Patterson, Ada. "Where the Smile Meets the Tear," July, p. 
27 (about Louis Mann). 
Patterson, Ada. "How Jeanne Eagles Became 'Sadie Thompson'" 
Sept* p. 19. 
Miles, Carleton. "Flapper Actress a Peril to Our Stage," 
Oct* p. 12. 
Willis, Richard. "In Search of an American Siddons," Dec* 
p. 12 (about Mrs. Fiske, Margaret Anglin, Helen Menken 
and Eva Le Gallienne). 
Forrest, Sam. "What Is Stage Personality," Deo* p. 58. 
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1124 
Fiske, Harrison, G. "Theatre Magazine's Court of Appeal," 
Jan*, p. 39. 
Patterson, Ada. "Eva Le Gallienne—A Cerebral Actress," 
Feb* p, 20, 
Wilson, B, F, "The Foreign Menace to Our Matinee Idol," 
Feb* p. 24, (about John Barrymore, J, Allessandro, Memo 
Benassi and Ulrich Haupt). 
Patterson, Ada. "Mrs. Fiske's Tribute to Her Mentor," Feb* 
p. 64. 
Patterson, Ada. "No Professional Jealousy at the Stage Door 
Inn," Man, p. 24. 
Patterson, Ada. "The Merry Wives of Gotham," Apn, p. 12 
(about Grace George and Laura Hope Crews). 
Gillmore, Frank and Frank Harris. "The Managers and the 
'Closed Shop'" May, p. 7, 
Patterson, Ada, "Saint Joan Descends from the Shrine," 
June, p, 20 (about Winifred Lenihan). 
Hornblow, Arthur. "011a Podrida: Editorials: Murdering the 
King's English," July, p. 7. 
Vernon, Jean. "'The Management Regrets to Announce—'" Aug* 
p. 19. 
B.J. "Spoiled? Well, They Ought to Bel" Aug* p. 25 (about 
the Marx Brothers). 
Cook, Burr, C. "The Equity Fight—What Has It Accomplished?" 
Aug* p. 43. 
Anderson, Judith. "The Stage Vamp On Women," Oct* p. 22, 
Bell, Archie. "Something to Worry About," Dec, p. 20. 
Kidder, Augusta, Raymond. "Intimate Memories of Lotta," 
Dec* p. 26. 
1£2£ 
Bell, Archie. "Actor Polk Lusty Trenchermen," Jan., p, 24, 
Patterson, Ada, "The 'The Sticks' Blossom," Feb*, p, 22, 
Patterson, Ada. "The Guardsman and His Wife," Mar* p, 23 
(about The Lunts). 
Rohe, Alice. "The Poignant Women of Pauline Lord," Apn, P. 20. 
Patterson, Ada. "Where Are the Stars of Yesteryear?" May, 
P# 12. 
Frohman, Daniel. "Passing of the Famous Stock Companies," 
May, p. 18. 
Wilson, B. F. "The Matinee Idol—Old and New," May, p. 22. 
Patterson, Ada. "The Two Innocents on Broadway," June, p. 
22 (about Katharine Cornell and Guthrie MoClintlo), 
Gregory, J. P. "What Stars Eat On the Stage," Aug., p. 12. 
Van Vechten, Carl, "All God's Chillun Got Songs," Aug* p. 
24. (about Paul Robeson and Laurence Brown the cellist). 
Bell, Archie, "It's Looks That Count," Aug* p. 30, 
Wilson, B, F. "George Arliss—Auteorat of the Stage," Oct* 
p. 22. 
Ervine, St. John. "What is Sex Appeal?" Nov* p. 9. 
Goodrich, Marc. "Who Is the Best American Actress?" Dee*, p. 9. 
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1926 
Bell, Archie. "Accidents Will Happen," Jan* p. 10. 
de Revere, F, Vance, Mrs. "Behind the Player's Mask," Man, 
p. 12 (about Eva Le Gallienne, Elsie Ferguson, Jane Cowl). 
Patterson, Ada. "Mary Ellis—A Rebel in the Theatre," Apn, 
p. 22. 
Jessel, George. "A Wise-Cracker Learns To Weep," May, p. 22. 
Noreross, A. F. "A Child's Memory of the Boston Theatre," 
May, p. 37. 
Beckley, Zoe. "From Paik Bench to Stardom," July, p. 12 
(about Glenn Hunter). 
Reed, Florence. "Why I Prefer To Play the Scarlet Woman," 
July, p. 22. 
Horgan, Paul. "Aren't We All—Acting?" July, p. 24. 
Cocroft, Theda. "Putting the Actor Across," July, p. 32 
(about publicity). 
Golden, Sylvia, B. "A Snooper Behind the Scenes," July, p. 
64 (about Lois Bennett and Richard Hale), 
Cocroft, Theda. "Personality?" Aug, p. 18. 
Mitchell, Grant, and Helen Gahagan, "What I Do With Twenty-
Four Hours a Day," Aug, p, 64, 
Golden, Sylvia, B. "A Snooper Behind the Scenes," Aug* p. 
52B (about Arline Blackburn and Tessa Kosta). 
Ulric, Lenore. "Where I Get My 'Pep'" Sept, p. 9. 
Anderson, John, "The Stage Villain on the Run," Sept, p, 10, 
Seldes, Gilbert, "Joe Cook—Broadway's Funny Man," Sept, 
p. 12. 
Wilson, B.F. "Stage Fright!!!" Sept* p. 18. 
Gahagan, Helen "Traveling With the Stars, No. 1.," Oct, p. 4. 
Heme, Chrystal. "Playing the Shrew," Oct* p. 9. 
Beckley, Zoe. "Temperament!" Oct*p. 12 (about Richard 
Bennett). 
Savage, Richard, "The Stage Mommer," Oct* p, 18, 
Dressier, Marie, "Traveling With the Stars," Nov*, p. 4, 
Seldes, Gilbert, "Exit the Poor Actor!" No*, p, 10. 
Beckley, Zoe. "Little Helen Hayes," Nov., p. 32, 
Anonymous. "A Snooper Behind the Scenes," Nov., p. 70 (about 
the Marx Brothers). 
Daly, Blyth. "Never Say Die," No*, p. 80. 
Cowl, Jane, "Traveling With the Stars," Dec., p. 4, 
Cumberland, John, "My Escape From the Bedroom Plays," Dec* 
p, 9. 
Patterson, Ada, "Taking Tea With Lorelie Lee, " Dec* p, 12 
(about June Walker), 
Savage, Richard. "His Zigzag Trail to Broadway," Dec* p, 
24 (about Charles Butterworth). 
Soss, Wilms, "Perfuming the Drama," Dec* p. 30, 
L'Homme Qui Salt. "Heard on Broadway: Arthur Hornblow Leaves 
the Theatre Guild's Juarea and Maximillian because of poor 
enunciation of Alfred Lunt," Dec* p. 34. 
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1927 
Cocroft, Thoda, "Stage Ladies Lave," Jan., p. 12. 
Starr, Frances. "Drive Out Your Fear of the Shelf," Jan* 
p. 24. 
Reichenbach, Harry. "An Actor's Mail-Bag," Feb., p. 12, 
Patterson, Ada, "Miss Menken Defends the Captive," Feb* 
p. 22. 
Savage, Richard. "'Creating' a Part," Feb* p. 24. 
Morgan, M. E. "Lee Tracy—Broadway's Favorite Hoofer," Feb* 
p. 32. 
Anonymous. "Who's Who in the Theatre," Feb., p. 64 (about 
Romney Brent), 
Cocroft, Thoda, "The American Actor's Dollars and Sense," 
Man, p. 17. 
Anonymous. "Who's Who in the Theatre," Man, p. 66 (about 
Dwight Frye and Mario Majeroni), 
Le Gallienne, Eva. "My Adventures in Repertory," Apr., p. 12. 
Patterson, Ada. "Thumbnail Sketches of Player-Folk," Apn, 
p. 30, May, p. 30, June, p. 40. 
Arliss, George. "The Road Play is Not Dead, But It Is In 
An Exoeddingly Perilous Situation," May, p. 5. 
Cocroft, Thoda. "There Are No Emergency Exits for Actors," 
May, p. 10, 
Kemp, Harry. "Stray Cats, Purple Cabbages and a Shaky 
Throne," May, p. 32. 
Hodge, William. "You Can't Fool All of the People All of the 
Time," July, p. 5. 
Kober, Arthur. "Four Actresses and Their Temperament," July, 
p, 12. 
Maxwell, Perriton, "The Editor Says," July, p. 26 (about 
acting), 
Patterson, Ada, "Gaieties and Gravities," July, p. 34; Sept, 
p. 38; Oct, p. 38; Nov, p. 36, 
Anonymous, "Margaret Anglin in Electra." Aug* p. 29. 
Horgan, Paul, "The Curtain Call as Good Theatre," Sept* p. 
1 4
« 
Howard, Leslie. "The Poor Nut and the Modest Actor," Sept* 
p, 24. 
Coates, Robert. "Making an Art of Awkwardness," Sept, p, 
57 (about Charlotte Greenwood), 
Mackall, Lawton. "'You're Not the Type'" Nov., p, 43. 
1928 
Eagels, Jeanne. "The Actor is More Important Than the Play," 
Jan., p. 20, 
Patterson, Ada. "Gaieties and Gravities," Jan* p. 34, Feb* 
p. 36, Apr,, p. 44, May, p* 38, June, p. 34, July, p. 34, 
Aug,, p. 40, Sept, p. 42, Oct, p. 46, Nov., p. 40, Dec,, p. 
40. 
Smith, Rex. "John Barrymore: An Amazing Personality," Apn, 
p. 23. 
I' 
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1928 (Continued) 
Fawcett, George. "A Plea For the Old School of Acting," 
Apn, p. 32. 
Wood, Philip, "The World's Most Versatile Actor," Apn, p, 
37 (about George Spelvin), 
Diegre, Leonard, "Others in the Cast," June, p. 32. 
Wood, Philip. "Leading Lady Luck," July, p. 10, 
Cook, Joe, "From Ballyhoo to Broadway," Aug* p. 10, 
De Angelis, Jefferson, "How I Returned to the Stage," Sept* 
p. 17. 
Skelly, Hall, "Hoofing to Broadway Glory," Sept* p. 34, 
Wood, Philip. "When It's Casting Time on Broadway," Oct* p* 
43. 
Butterworth, Charles. "How I Became What I Am," No%, p. 20. 
Bolce, Harold. "Al Smith, Actor: A Post Election Portrait," 
Deo* p. 18. 
Walker, Polly. "From Sawdust Ring to Footlights," Dec* p. 
29. 
Frohman, Daniel. "Where Players Await Their Last Cue," Dec., 
p. 30. 
1929 
Le Gallienne, Eva. "'Sir James Barrie, Peter Pan, and I'" 
Jan., p. 15. 
Perkins, Grace. "And A Little Child Shall Bleed Them!" Jan., 
p. 29. 
Wood, Philip. "Their Home Towns and Natal Spots," Jan* p. 
29. 
Patterson, Ada*' "Gaities and Gravities," Jan* p. 40; Feb., 
p. 40; Man, p. 40; Apn, p. 40; May, p. 40; June, p. 38; 
July, p. 36; Aug* p. 36. 
Golden, Sylvia. "Confessions of the Marx Brothers," Jan* 
p. 48. 
Arliss, George. "Should An Actor Submerge His Emotions," 
Feb, p. 22. 
Freedman, David. "Eddie Cantor Again Gives Up His 'Life'" 
Man, p. 28. 
Menken, Helen. "'To the Ladies'—God Help Them," Man, p. 37. 
Fraser, John. "The Science of Graphology Reveals the 
Character of Two Noted Stage Stars," Man, p, 66; Apn, p. 
62, 
Eaton, Walter, Prichard, "Our Mumbling Mummers," Apn, p. 15. 
Nazimova, Alia. "'I Come Full Circle," Apn, p. 18. 
Bolce, Harold. "The Passing of Lily Langtry," Apn, p. 33. 
Stewart, Donald, Ogden. "How It Feels To Be An Actor," May, 
p. 18. 
Brice, Fanny. "'Clothes Are a Big Thing In My Life,'" June, 
P. 41. 
Arnold, Joseph. "Show Talk and Stage Slang," June, p. 33. 
Allen, Fred. "'How I Got That Way*" July, p. 31. 
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1929 (Continued) 
Jolson, Al. "'Sure, I Miss the Stage'" July, p. 43. 
Lee, Merri. "On My Way," Sept, p, 15, 
Ktye, Joseph. "Economical Ladies of the Ensemble," Sept, 
p. 29. 
Johnson, Laurence, E. "It's a Wise Child," Oct* p. 33 
(about Belasoo). 
Durante, Jimmy. "Let's Talk About Me," Oot, p. 39, 
Littell, Robert. "What Shall Broadway Speak?" No-*, p. 19. 
K*ye, Joseph. "Our Squandering Actors," Nov., p. 49. 
Patterson, Ada. "Back Stage and Beyond," Nov,, p. 49, 
Brady, Alice. "'Sorry, You're Not the Type'" Dec, p. 30. 
1930 
Burke, Billie. "Your Daughter on the Stage—Why Not?" Feb., 
p. 30. 
Beach, Stewart. "Editorial—In Defense of Acting," Man, 
p. 15. 
Harvey, Jackson, "To the Ladies," Apr,, p. 24 (mainly about 
Katharine Cornell and Hope Williams). 
Anonymous. "Fritz Leiber and the Chicago Civic Shakespeare," 
May, p. 26. 
Toler, Sidney. "There's An Urge in Acting," May, p. 36. 
Kober, Arthur. "They Were Led Into Green Pastures." June, p. 
23. 
L'Homme Qui Salt. "Heard on Broadway—Success of Eva 
Le Gallienne," July, p. 27. 
Adleman, Rose. "'I've Dressed Them All,'" Aug«-Sept>, p. 21. 
Patterson, Ada. "Society Joins the Stage," Aug«-Sept* p. 74, 
Golden, Sylvia, "Nell of Drury Lane—A Royal Romance," Oct, 
p. 18 (about Nell Gwynn). 
Harvey, Jackson. "Mr. Savo Steps Up Among the Artists," 
Oct* p. 20, 
Ruth, Jay, W, "Marie Dressier—A Venture in Coming Back," 
Oct, p. 39. 
Dale, Charles, "One Performance Sometimes Makes a Star," 
Nov., p. 14* 
Barnes, Howard. "Daughter of the Royal Family," Nov., p. 
15 (about Ethel Barrymore Colt), 
Golden, Sylvia, "The Romance of the Jersey Lily," Nov* p. 
21 (about Mrs, Langtry); Conclusion, Dec*, p, 39, 
Vandamm, "The Fifth Hawaiian," Nov., p. 28 (ahout Joe.Cook), 
Barnes, Howard. "Sigh No More, Ladies. ••" Dec*, p. 20* 
1931 
Charles, Lucile, Hoerr. "So'You're Going on the Stage," 
Jan* p. 18, 
Golden, Sylvia, "The Romance of Ada Rehan," Jan* p. 21, 
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1931 (Continued) 
Standing, Guy, Sir, "Miss Barrett In a Player's Eyes," 
Jan., p. 30 (acting of Edith Barrett), 
Cocroft, Thoda. "It Is In the Stars," Jan., p. 31 (drawing 
power of stars such as Cornell and Barrymore). 
Golden, Sylvia. "The Romance of Lotta, The Unapproachable," 
Feb* p. 16, 
Harriss, John, "An Apple a Debut," Apn, p. 14 (about the 
Barryraores). 
Vandamm, "The Amazing Robert!," Apn, p. 20 (about Lyda 
Robert!)* 
Standing, Guy, Sir* "Prescription for a Good Actor," Apn, 
p. 44. 
Williamson, Arleigh. "The Greatest Fun in the World—Acting," 
Apr., p. 50, 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH THE AMATEUR THEATRE 
(Individual articles within the monthly Amateur Column are 
not listed unless they are of spsoial value and interest*) 
mi 
T.S.R. "Cerele Francais de l'Universite Harvard," Feb* p. 16, 
iiOJ. 
Anonymous, "Among the Amateurs," Jan* p. iv; Feb* p, iv; 
Man, p. iv. 
The Editor, "Amateur Players," Apn, p, 25, 
Anonymous, "Among the Amateurs," Apn, p, iv; June, p. iv. 
Anonymous, "Amateur Theatricals at Harvard," May, p, vi, 
, Anonymous, "A Greek Amphitheatre in California," Not;, p, 288, 
A|i2i 
Anonymous* "Theatrical Odds and Ends," June, p, vi. 
1905 
Anonymous* "Among the Amateurs," Jan., p, ix, 
Moses, Montrose, J, "Greek Drama in Beautiful Settings," 
July, p. 12* 
Frame, Virginia* "When the College Girl Takes to the Stage," 
June, p* 163* 
Anonymous* "The Mummers of Orange* N.J. Produoe Secret 
Sjtcvlcjt," June, p. 167. 
Baker, Hettie, Gray. "The Agamemnon of Aeschylus at Harvard*" 
July, p. 173, 
Anonymous. "Friar Baoon and Friar Bungay," Aug* p, ix. 
190J 
Hardy, Helen. Avery, "Yale Boys to Produce Ibsen's Pre-
Jtiadjun," Apn, p. 95* 
Conger, Richard, "Marlowe's Dr. Fanstus at Prinoeton 
University," June, p. 148. 
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1908 
Anonymous. "The Great Clambake of the Huckleberry Indians," 
Jan., p. ii. 
Anonymous. "Smith Girls Present Ibsen's Pretenders." Sept* 
p. 248. 
R. S. (Richard Savage?) "The Smallest Theatre in the World," 
Deo* p. 342 (about Beatrice Herford's theatre "Rosina 
Yokes"). 
1909 
Scheffauer, Hermann. "The Forest Plays of California," Sept* 
p. 86. 
1910 
Anonymous. "Oedipus. King Acted in California's Open-Air 
Theatre," July, p, 9, 
1911 
Brown, Frank, Chouteau, "Boston Sees the First American Civic 
Pageant," Feb* p. 44. 
Stace, Arthur, W. "The High School Theatre Arrives," June, 
p. 212. 
Stoll, H, F. "Notable Open-Air Theatres in America," July, 
p, 18. 
Hofflund, Bertha. "The Revival of Ancient Greek Drama in 
America," Oct* p. 122. 
!iI2 
Anonymous. "A Woodland Theatre," July, p. 9. 
Moderwell, H. K. "Students in a Greek Play," Oct* p. 105. 
Anonymous. "The Bohemian Club's New Grove Play," No-*, p. 
147 (Joseph Redding*s The Atonement of Pan). 
Anonymous. "The Forest Theatre," Deo* p, 185. 
1913 
Herts, B. Russell. "Dramatic Insurgency in Wisconsin," Jan., 
p. 27. 
Anonymous. "The Plays and Players of Philadelphia," Feb*, 
p. 64. 
Maokaye, Percy, "Percy Mukaye on the Civic Theatre," Man, 
p. 87. 
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1913 (Continued) 
Anonymous, "Students in Interesting Plays," Man, p* xvi 
(American Aoademy of Dramatic Arts), 
Brown, F. A. "Preparing for the Easter Costumes," Man, 
p, xx* 
Stoll, H. F. "California's Mission Theatre," May, p, 153. 
Alii 
Ranok, Edwin, Carty, "The 47 Workshop at Harvard," May, 
p, 249. 
A. P. (Ada Patterson?). "A Woman Who Financed and Built a 
Theatre," Sept* p. 113. 
A.L.D. "The Mount Tamalpais Outdoor Play," Sept, p. 123. 
Blake, Warren, Barton, "America's Only Municipal Theatre," 
Oot, p, 166 (about Jessie Bonstelle and Bertram Harrison's 
Northampton Theatre), 
1115 
Calder, Chester, T, "Brown University Revives an Old Comedy," 
Feb* p. 86 (The Provoked Husband). 
Hanson, Joseph, Mills, "The Garden Terrace Theatre," Deo* 
p. 300. 
1916 
Geffen, Yetta, Dorothea. "The Coming Yale Pageant," Aug* 
p. 76, 
Anonymous. "R,ahl Rah! Rah! The New Princeton Show," Feb* 
p. 80. 
Anonymous. "Mrs, Oelriohs Gives a Play," Apn, p, 228, 
Susman, Harold, "The Playwrights of Haselton Hall," May, 
p. 272, 
Anonymous., "Permanent Home for Famous Amateurs," Aug*, p. 88* 
1918 
* 
Smith, Harry, James, "Playwrighting Sans Harvard," Apn, p, 
230. 
Stevens, Thomas, Wood. "A Non-Commercial Theatre." June, 
p. 350 (about Carnegie Institute of Technology). 
The Editor. "Questions We Are Asked by Amateurs," Sept*, p. 
124. 
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1918 (Continued) 
The Editor. "Amateur Department," Sept* p, 162 (Christine 
Hopkins, "The Amateur Producer;" Bernard Sobel, "Dramatics 
at Purdue University.") 
The Editor. "Amateur Theatricals," Oct* p. 227 (James Young, 
"Making-Up;" Maude Marion, "The Parthenaela.") 
The Editor. "Amateur Theatricals," Nov* p. 297. 
The Editor. "Amateur Theatricals," Dec* p. 365 (Barrett H. 
Clark, "Choosing the Play.") 
1919 
« 
The Editor. "Amateur Theatricals," Jan., p. 39 (Barrett H. 
Clark, "Organisation.") 
The Editor. "Amateur Theatricals," Feb, p. 99 (Barrett H. 
Clark, "Choosing the Cast for an Amateur Play;" Mildred 
Seaney, "Children's Year on the Amateur Stage,") 
The Editor. "Amateur Theatricals," Apn, p. 229 (Thomas Wood 
Stevens, "Pierrot Home From the Wars.") 
The Editor, "Amateur Theatricals," May, p. 304; June, p. 365, 
The Editor, "Amateur Theatricals," July, p, 37 (Constance 
D'Aroy Mackay, "Organise Historical Pageant,") 
The Editor, "Amateur Theatricals," Aug, p. 105, Sept, p, 173, 
The Editor, "Amateur Theatricals," Oct, p. 245 (Margaret 
Chandler, "Washington's Community Pageant;" "Important 
Announcement,") 
The Editor. "Amateur Theatricals," Dec* p. 397 (Clarence 
Stratton, "Amateur Dramatics in Your Communityiw Bertha 
lies, "A Civic Community Playground*," /Chicago/.) 
1920 
The Editor. "Amateur Theatricals," Jan* p. 37 (Canon Gabriel 
Farrell, "The Drama Movement in the Church—Episcopal;" 
Clarence Stratton, "Choosing the Play.") 
The Editor. "Amateur Theatricals," Feb*, p. 110 (Ethel Armes, 
"Pageant by West Neubury Mass.;" Clarence Stratton, 
"Rehearsing Amateur Plays.") 
The Editor. "Amateur Theatricals," Man, p. 194 (Clarence 
Stratton, "Artistic Amateur Settings;" Gilmore Beymer, 
"Hollywood Community Theatre.") 
The Editor, "Amateur Theatricals," Apr* p. 282 (Clarence 
Stratton, "Casting the Stage Picture,") 
The Editor. "Amateur Theatricals," May, p. 417 (Clarence 
Stratton, "Change in the Amateur Attitude;" Harold Brown, 
"Performance at the U.S. Naval Academy;" Kenneth Robinson, 
"Dartmouth and the Drama.") 
Brewster, Mary. "Is the Munioipal Theatre a Failure?" June, 
p. 530. 
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1920 (Continued) 
The Editor. "Amateur Theatricals," June, p. 538 (Clarence 
Stratton, "lighting the Amateur Production;" Ethel Armes, 
"Dramatic Activities Fostered by Community Service;" David 
E. Lilenthal, "The Amateur Accepts the Challenge." 
Anonymous. "A Dramatic Temple by the Sea,"Mid, p. 33* 
Kehoe, M. E. "Amateur Theatricals," Mid, p. 42 ("Pleas for the 
Drama in Industry;" "Goodyear Tire and the Theatre.") 
Anonymous. "A Theatrical Studio Camp," Sept* p. 109. 
Kehoe, M. E. "Amateur Theatricals," Sept* p. 118. 
Kehoe, M, E. "Amateur Theatricals," Oot* p. 198 (E. F. 
Farquhar, "An Experiment in Community Drama;" Philip 
Hettleman, "The Carolina Playmakers;" Ethel Armes, "Dramatic 
Activities Fostered by Community Service;" "Pasadena 
Community Players.") 
Kehoe, M. E. "Amateur Theatricals," No*, p. 289 (Clarence 
Stratton, "Holiday Dramas for Club, Church and Community.") 
Kehoe, M. E. "Amateur Theatricals," Deo* p. 382 (Ethel Armes, 
"Dramatic Activities Fostered by Community Service;" 
Kathleen Burnett Winter, "When Inspiration and Art Become 
Playfellows of Toil;" Constance D'Arcy Mackay, "Christmas 
Programs,") 
1221 
Kehoe, M, E. "Amateur Theatricals," Jan., p. 42 (Ethel Armes, 
"Dramatio Activities Fostered by Community Service,") 
Kehoe, M. E. "The Amateur Stage," Feb* p. 117 (Ethel Armes, 
"Dramatic Activities Fostered by Community Service," also 
in Man, Apn, May, June, July, Aug, Sept* Oct, Not*, and 
Dec.; "Definition of Amateur;*? "Frederick H. Koch's Pageant 
at North Carolina;" "Country Theatre Movement in New York 
State.") 
Kehoe, M, E, "The Amateur Stage," Man, p. 189; Apn, p. 273; 
May, p. 351; June, p, 427; July, p, 41; Aug* p. 109 
(Important Announcement), 
Kehoe, M, E, "The Amateur Stage," Sept* p, 177 ("Great 
production of Eloojra by Charles Rahn Kennedy;) Oct* 
P. 245, 
Kehoe, M. E, "The Amateur Stage," Nov, p, 245(Elisabeth B. 
Grimball, "The Chureh and the Drama;" Martha Candler, 
"A Dramatic Experiment in the Church," 
Kehoe, M. E, "The Amateur Stage," Deo, p. 397 (Edith Wynne 
Matthison and Charles Rahn Kennedy, "The Production of 
Greek Plays in Schools,") 
1122 
Kehoe, M, E. "The Amateur Stage," Jan* p, 41 (Sheldon Cheney, 
"The Community Theatre Out-of-Doors;" Ethel Armes, 
"Community Dramatic Activities," also Feb* Man, Apn* May, 
June, Aug., Sept* Oct* Nov*, Deo.) 
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1922 (Continued) 
Kehoe, M. E, "The Amateur Stage," Feb* p. 109 (Constance 
D'Arcy Mackay, "Creative Amateurs and Their Plays;" E, H, 
Sothern, "Modernising Shakespeare;") Man, p, 177. 
Kehoe, M. E. "The Amateur Stage," Apn, p. 245 (Gilmore 
Brown, "Organising a Community Playhouse;" May, p. 317; 
June, p. 385. 
Kehoe, M. E. "The Amateur Stage," July, p. 41 (Thomas Wood 
Stevens, "The Gold Circlet" Aug* p. 105. 
Kehoe, M. E. "The Amateur Stage," Sept* p. 169 (W. E. 
Abraham, "A Yearly Pilgrimage,") 
Kehoe, M. E. "The Amateur Stage," Oct, p, 245 ("Folk Plays 
of the Carolina Playmakers;" Frederick H. Koch, "Folk 
Playmaking;" Malcolm La Prade, "Cheokmate:" Nov., p. 323; 
Dec., p. 395. 
1923 
Kehoe, M. E. "The Amateur Stage," Jan* p. 44 (Paul Poiret, 
"Notes on American Stage Costumes;") Feb* p. 44* 
Kehoe, M. E. "The Amateur Stage," Man* p, 44 (Frederica LeF, 
Bellamy, "A Workshop for Religious Drama,") 
Kehoe, M, E. "The Amateur Stage," Apn, P* 44 (Roland Holt, 
"Suggested Music Suitable for American Plays and Pageants;") 
May, p. 44; June, p. 44; July, p, 44; Aug., p, 44; Sept* 
p. 40, 
Kehoe, M. E. "Tributary Theatre," Oct* p. 49 (Harry Irvine, 
"Staging Shakespeare in Schools and Colleges," continued 
in Not*.) 
Kehoe, M. E. "The Amateur Stage," Nov* p. 40; Dec* p. 40, 
1924 
Kehoe, M. E. "The Amateur Stage," Jan* p, 40; Feb* p, 40. 
Kehoe, M. E. "The Amateur Stage," Man, p. 40 ("A Workshop 
for Authors of the Middle West at the Playshop Theatre of 
Northwestern Under Alexander Dean;") Apn, p. 40; May, 
p. 40; June, p. 40, 
Kehoe, M. E. "The Amateur Stage," July, p. 40 ("Folk Plays 
and Carolina Playmakers;" "Carolina Dramatic Association;" 
Aug* p. 45; Sept, p. 40, 
Kehoe, M. E. "The Amateur Stage," Oot* p, 40 (Clarence 
Stratton, "The Value of High School Dramatics,") 
Kehoe, M. E. "The Amateur Stage," Nov* p, 40 (Clarence 
Stratton, "Presenting Plays Under Difficulties,") 
Kehoe, M. E. "The Amateur Stage," Dec* p, 40 (Clarenoe 
Stratton, "Play Production in High Schools.") 
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1915 
Kehoe, M. E. "The Amateur Stage," Jan* p. 40 (Clarence 
Stratton, "Notable Productions by High Schools.") 
Kehoe, M. E., "The Amateur Stage," Feb* p. 40 (Ralph E. 
Smalley, "A Screen Setting for Twelfth Night.") 
Kehoe, M. E. "The Amateur Stage," Man, p. 40 (Ralph E. 
Smalley, "Amateur Stagecraft Bordering on the Professional;") 
Apn, p. 41. 
Kehoe, M. E, "The Amateur Stage," May, p. 51 (Frederiok H, 
Koch, "The Carolina Playmakers on Tour;" "The Dallas Little 
Theatre,") 
Kehoe, M. E. "The Amateur Stage," June, p. 43; July, p, 42, 
Vreeland, Frank, "A Theatrical Oasis in the Movie Desert," 
Aug* p. 22. 
Kehoe, M, E, "The Amateur Stage," Aug, p, 46 (Nicholas 
Yellenti, "Scenic Hints for Amateur Producers;") Sept* 
p, 40; Oct* p, 40; Nov., p. 42; Dec, p. 39. 
1926 
Ranek, Carty, "Where Yale Will Teach You How to Write Plays," 
Jan* p, 20. 
Kehoe, M. E. "The Amateur Stage," Jan* p. 39; Feb*, p, 40. 
Pemberton, Brock. "Broadway and Main Street," Mar,, p. 9. 
Kehoe, M. E. "The Amateur Stage," Man, p. 40; Apn, p. 40; 
May, p. 40; June, p. 40; July, p, 40; Aug., p. 40; Sept* 
p. 41; Oct, p. 42; Nov* p. 42; Dec* p. 42. 
Anonymous. "The National Little Theatre Tournament," Aug., 
p. 42. 
Holt, Roland. "The Providence Players," Sept* p. 42. 
M2I 
Kehoe, M. E. "The Amateur Stage," Jan* p. 41. 
Kehoe, M. E, "The Amateur Stage," Feb* p. 41 (Thruston 
Maeauley, "The University Theatre Opens at Yale;") Man, 
p. 43; Apn, p. 42; May, p, 43; June, p. 49; July, p, 43; 
Aug* p, 42; Sept* p. 46; Oct* p. 47. 
Kehoe, M. E. "The Amateur Stage," No*, p. 47 (Barrett H. 
Clark, "The Changing Amateur Viewpoint;" "Gilmore Brown, 
A Directing Genius;") Deo* p. 53, (Don M. Strouse, "The 
Cleveland Playhouse.") 
1928 
Kehoe, M. E. "The Amateur Stage," Jan., p. 53; Feb., p, 48; 
Man, p. 53; Apn, p. 53; May, p. 47; June, p. 43; July, 
p. 43; Sept* p. 50. 
Anderson, Shsrwood, "The Theatre in My Town," Sept, p, 13, 
Amateur 272 
1928 (Continued) 
Golden, Sylvia, B, "America's First Civic Theatre," Oot* 
p. 20 (Jessie Bonstelle's Detroit Theatre), 
Kehoe, M. E, "The Amateur Stage," Oct* p. 55 ("A Successful 
Director Talks Shop—Gilmore Brown;") Nov., p, 51; Dec, 
p. 51. 
1929 
Kehoe, M. E. "The Amateur Stage," Jan* p. 51; Feb* p. 55; 
Man, p. 53; Apn, p. 49 ( L i l l i a n Foster C o l l i n s , "A Student 
Generation of L i t t l e Theatre A c t i v i t y ; " ) May, p. 49, June, 
p. 46; July , p. 45; Aug., p. 45, 
Vedder, Dorothy. "Broadway Comes to Southampton," Sept, 
p. 32. 
Kehoe, M. E. "The Tributary Theatre," Sept* p. 45, 
Kehoe, M, E, "The Tributary Theatre," Nov., p. 51 (Walter 
S i n c l a i r , "Must The L i t t l e Theatre Ape the Profess ional?"); 
Dec., p, 53, 
1930 
Kehoe, M. E. "The Tributary Theatre," Jan., p. 50. 
Kehoe, M. E. "The Tributary Theatre," Feb* p. 50 (Clarence 
Stratton, "If You're Wondering About a Play—")• 
Kehoe, M, E, "The Tributary Theatre," Man, p. 49 (Gilmore 
Brown, "Wait Till We Grow Up".) 
Kehoe, M, E, "The Tributary Theatre," Apn, p. 
Esler, "Pastures New For Little Theatres,") 
Kehoe, M. E, "The Tributary Theatre," May, p, 
50 (Lemist 
p. 50; July, p. 48; AugrSepfe, p. 50; 0ot>, p 
p. 49; Dec, p, 51. 
50; June, 
50; Nor* 
1931 
Kehoe, M. E. "The Tributary Theatre," Jan* p, 
49; Man, p. 49; Apr., p. 51, 
49; Feb*, p. 
%i <«. i"i'<* J^VS 
Art Theatres 273 
MAJOR ARTICLES AND ITEMS CONCERNED WITH THE ART THEATRE 
AND LITTLE THEATRE MOVEMENTS 
1281 
Anonymous. "The Manhattan Stock Company," Sept,' p, 10, 
im 
Gerin, Bernard. "The Yiddish Theatre in New York," Jan* p, 16. 
Mawson, Harry, P. "Revival of the Stcok Company,",Feb., p. 38,' / 
Mawson, Harry, P. "The German theatre In"Mew York," Mar,,.p. 18. 
1903 
Stewart, Burton, "Celebrities of the Paris Stags—Andre 
Antoine—The Man Who Revolutionised the Modern Theatre,"'' 
Pet*, p, 47, 
Tyrrell, Henry* "the Theatre of New York's Chinatown," July, 
p* 170. 
Tyrrfll, Henry* "The Paris Conservatoire--The World's Famous 
Sohool of Acting and Music," Deo, p, 308, 
1904 
Claretie, Jules, "The Glory of the Comedie Francaise," Apn, 
P, 96, 
Anonymous, "Brewing of the Tempest in New York's Ghetto," 
Aug** P* 206* 
1905 
T.R.S, "Antoine's Plan Tried in America," Api>, p, 87 (about 
Frank Keenan»s experiments at the Berkeley Lyoeura). 
Anonymous. "Empire Stook, Columbus, Ohio," Apn, p. xii. 
1906 
Pattou, Edith, Siting, "The Mother of Endowed Playhouses: 
The Historic Weimar Theatre and Its Servioes to Dramatic 
Art," May, p. 124* 
Frame, Virginia. "The Marionette Shows of Little Italy," 
July, p. 175. 
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list 
Pierce, Lucy, France, "The Only Colored Stock Theatre in 
America," Jan., p, 27, 
X.Y.Z. "The German Stage in New York," Nov., p. 289. 
1202 
Anonymous. "Charles Frohman To Try a Repertoire Theatre," 
June, p. 175. 
Anonymous. "Working in a Summer Stock Company," July, p. 32. 
1210 
Curtis, Leslie. "Playing 'Stock' in Reno," Aug., p. 46. 
Mawson, Harry. "New York Zionists Perform in Ancient Hebrew," 
Aug* p. 49. 
1911 
Anonymous. "An Automobile Theatre," May, p, 169 (about the 
Theatre Ambulant Gemier of France), 
Austin, W. W. "The American Stage of a Generation Ago," Aug., 
p. 64. 
Browne, Maurice. "The Hull-House Players in Justice." Sept* 
p. 89. 
Davis, Paul. "The Intimate Theatre," Sept, p. 102. 
Anonymous. "To Build Smallest Theatre," Oct* p. xv (about 
Winthrop Ames' Little Theatre). y A 
Anonymous. "Moving Theatre Fails," Nov., p. viii (Theatre 
Ambulant Gemier). 
1912 
Anonymous. "Mr. Winthrop Ames and the Little Theatre," Man, 
p. 77 (mainly comments by Mr, Ames), 
Bullard, F, Lauriston. "Boston's Toy Theatre," Man, p, 84, 
Von Ende, Amelia, "Giants of the German Drama," July, p. 5, 
Herts, B. Russell. "Real Bohemia in New York," July, p. 30, 
Haekett, Karleton. "The Little Theatre in Chicago," Man, 
p. 84. 
Sherrick, Johanna. "Mis Horniman's Model Manchester Theatre," 
Apn, p. 111. 
Patterson, Ada. "The Little Theatre and Its Big Director," 
Apn, p. 122 (most of the article is by Ames himself). 
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1913 (Continued) 
vom Baur, E, B, "A Theatre of Thrills," June, p. 186 (about 
Holbrook Blinn and his Princess Theatre), 
Dieok, Hermann, "Philadelphia's Little Theatre," Aug, p. 61. 
Weill, Elsie, F. "The Hull House Players," Sept* p. xix. 
1914 
Anonymous. "French Drama Society," Jan* p. 42. 
F.C.F* (Franoes C. Fay?). "French Drama in New York," Feb* 
p. 102. 
Anonymous. "The Punch and Judy Theatre," Oct* p. 163 (Charles 
Hopkins')'. 
Moses, Montrose, J. "J. 0. Francis—A Welsh Dramatist of 
Significance," Oct, p. 164 (also about the Welsh National 
Drama Company). 
Logo, Marc. "Andre Antoine and the Theatre Libre," Oct** p. 178. 
Phelps, Albert, D. "How the Hull House Players Fought Their 
Way to Success," Nou, p. 229. 
Anonymous. "Little Theatre Conferences," Dec* p. 260 (Willis 
Steell Conferences sponsored by Winthrop Ames at the Little 
Theatre). 
liU 
Mason, Gregory. "The Theatre of the Ghetto," Feb, p. 81. 
Meltser, Charles, Henry. "New Art Theatres in New York," 
Apr,, p. 198. 
McNally, Marie. "New York's Littlest Theatre," May, p. 240 
(about The Bramhall Theatre of Butler Davenport). 
M.M. "The Washington Square Players," May, p. 259. 
F.J.O. "For An Irish Theatre in America," July, p. 14* 
Anonymous. "On Little Theatres," Aug.. p. 64. 
McNally, Marie. "The French Theatre in New York," No*, p, 225. 
1£1£ 
Anonymous. "Le Theatre Francais Ouvre Sea Portes," Jan* p. 11, 
Gibbs, Clayton, E. "The One*Act Play," Man, p. 143. 
Pierce, Lucy, France. "The Grotesques." June, p. 349. 
Denig, Lynde. "A Unique American Playhouse," June, p. 362 
(about the Negro theatre, the New York New Lincoln Theatre), 
Denig, Lynde, "The Moat Talked of Playlet of the Year," July, 
p. 18 (Lord Dunsany's A Night at the Inn). 
Anonymous. "The .Theatre That Comes to You," July, p. 21 
(little theatres in general and Stuart Walker's Portmanteau 
Theatre specifically). 
Anonymous* "The Frenoh Theatre Season," Nov., p. 288 (aotirities 
of the Theatre Francais d'Amerique), 
Anglin, Margaret. "What Santa Ought to Put in Our Stockings," 
Deo., p. 352. 
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1211 
Gregory, Elisabsth Hiatt. "The Little Silver Theatre Club," 
Feb* p. 78* 
Patterson, Ada* "Frenoh Actor Scores in a Japanese Play," 
Feb* p. 90 (Jos'* Ruben in the Washington Square Players 
production of Bnshido). 
Warsden, Raneholt* "Little Theatres and Big Ideas," Feb* p. 
92* 
Eaton, Walter, Prichard. "The Amateur Spirit in the Theatre," 
May, p. 292. 
Anonymous. "Successful Stock Company at Mount Vernon, N.Y.," 
May, p. 318* 
Goodman, Edward. "Why the One Act Play?" June, p. 327* 
Hamilton, Clayton. "The Arts and Crafts Theatre," June, p. 
332. 
Anonymous* "The Negro in American Drama," June, p. 350 (about 
the activities of Mrs. Norman Hapgood and Ridgeley Torrenoe). 
Brown, Warren, Wilmer. "The Vagabond Theatre," July, p* 32. 
Savile, Hubert. "The Washington Square Dramatists," Aug., 
p. 64* 
Morris, Paul, "Is Love Banished from the Stags?" Aug*, p* 70* 
Parry, Maxwell* "The Failure of the Little Theatres," Aug.. 
p. 82* 
Patterson, Ada* "The Renaissance of Greenwich Village," Aug*, 
p, 92* (mainly about Frank Conroy and the Sheridan Square 
Theatre). 
Gerstenberg, Alice* "The Player's Workshop of Chicago," 
Sept, p. 142* 
Moderwell, Hiram, Kelly. "Two Interviews," Nov* p. 286* 
1918 
Walker, Stuart. "The Spirit of Youth Behind the Footlights," 
Feb* p. 76. 
Anonymous. "The Aotors' and Authors' Theatre," June, p. 348, 
Ranek, Edwin, Carty, "New Vs. Old Drama," June, p. 368* 
Bell, Lisle, "The Little Theatre Goes to War," Deo* p. 352* 
ms. 
Curtis, Leslie. "George Gaul—Versatility Plus," Feb* p. 74, 
Anonymous, "The East-West Players," Feb* p. 112, 
Walker, Stuart. "The Most Striking Episode in my Life," May, 
p. 296 (about the genesis of the Portmanteau Players), 
Barker, Granville. "Rehearsing a Play," Sept* p. 142, Oot* 
p. 336. 
Peters, Rollo. "The Co-Operatlve Theatre," Oct, p. 214 
(about Theatre Guild). 
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1920 
Lowenberg, Walter, A. "The Jewish Art Theatre," Apn, p. 260. 
Goodman, Edward. "The Little Audience and the Big Play," 
Oct* p. 162. 
Ranck, Edwin, Carty, "The Tom Thumb Theatre," Dec, p, 358 
(satirioal). 
1921 
The Editor. "Editor's Page—Importance of Theatre Guild," 
Man, p. 15, 
Digges, Dudley. "Theatre Guild Two Years Afterwards," Apr., 
p. 266. 
Gray, James. "The 'Road' Rises in Revolt," May, p. 330 
(Minneapolis). 
Gilliam, Florence, "Economy in the Theatre," June, p. 396. 
Anonymous, "Heard on Broadway—Influence of the Theatre 
Guild," July, p. 6. 
Rabb, Kate, Milner. "Stuart Walker Delights Indianapolis," 
Nov* p. 322, 
1922 
Hornblow, Arthur. "Editorial—Wanted! A Repertory Theatre," 
Jan* p. 6. 
Milton, Robert. "Building An Audience," Man, p, 144 (about 
the New Theatre and the Theatre Guild), 
Hornblow, Arthur, "Editorial—Thoughts On An Actors' Theatre," 
Aug., p. 70. 
Farmer, Harcourt. "Is the Little Theatre a Really Big Move-
ment," Aug., p. 76. 
1923 
Loving, Pierre. "The Theatre and the West," Feb* p. 22. 
Macgowan, Kenneth. "When Actors Turn Managers," Feb*, p. 25 
(about the new Equity Players). 
Rohe, Alice. "The Triangle Theatre," Aug* p. 46. 
Eaton, Walter, Prichard. "American Playwrights Not Welcome 
Here?" Oct, p. 9, (about the Theatre Guild). 
1924 
Helburn, Theresa. "Our Door Is On the Latch," Jan* p. 9 
(reply to Oct* 1923 article by Walter Prichard Eaton). 
Anonymous. "New York's Most Eclectic Cellar," Aug* p. 48 
(the Triangle Theatre). 
Lewinson, Paul. "Motor Theatre Brings Good Drama to the 
Farm," Oot* p. 12 (Arts League of Servioe Travelling 
Theatre, England). 
- -A'jst 
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1925. 
Hslburn, Theresa. "The Theatre Guild's New Home," Jan* p. 9, 
Hornblow, Arthur. "The Editor's Uneasy Chair—The Theatre 
Guild And Its Actors," Feb* p. 7. 
Rauh, Stanley* "Livery Stable Drama and Back-Yard Technique," 
Feb* p. 12. 
Selwyn, Edgar and Kenneth Macgowan. "What is a Box-Offioe 
Play?" Apr., p. 9. 
Dawson, Thomas, "Chinese Drama on the Bowery," Apr* p. 10. 
Hornblow, Arthur, "What Our Theatre Has Gained and Lost in 
Twenty-Five Years," May, p. 7. 
Shaw, George Bernard, "Wanted: A New Sort of Theatre," May, 
p. 9 (written by Shaw to help finance the new Guild 
Theatre). 
Hornblow, Arthur, "The Editor's Uneasy Chair—Another 
Promising Art Theatre," July, p. 7 (about Edward Goodman's 
Stagers).. 
Eaton, Walter, Prichard. "The Significance of the Theatre 
Guild," July, p. 12. 
Gordon, Maxim. "The Italian Futurists," Sept* p. 22. 
Walrond, Eric. "Growth of the Negro Theatre," Oct*, p. 20. 
122& 
Hornblow, Arthur. "The Editor's Uneasy Chair—The Guilders 
Should Watch Their Step," Jan* p, 5 (attaok on dirty plays). 
Beach, Stewart. "Boston Honors Its Theatre," Feb* p. 24 
(about the Repertory Theatre of Henry Jewett). 
Savage, Richard, "A Theatre That Is Different," Man, p. 22 
(about Boleslavsky's Laboratory Theatre), 
Anonymous. "Chicago's New Repertory Theatre," June, p. 37 
(Kenneth Sawyer Goodman Memorial Theatre), 
Annonymous. "Meet the Guild Family," July, p. 31. 
12il 
Kaye, Joseph. "New York's New Yiddish Art Theatre," Feb* 
p. 10. 
MacCulloch, Campbell. "A New Art Theatre in the West," May, 
p. 28. 
Morehouse, Ward. "Heard on Broadway," Oct* p. 34 (Grand 
Street Follies and The Neighborhood Playhouse). 
Frieken, Roi, Henri. "An Experiment in Play Production," 
Oct* p. 41 (about the American Laboratory Theatre). 
Maxwell, Perriton. "Editorial—Little Theatre Grows Up," 
Nov* p. 38. 
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1528 
Wood, Philip. "The New Stock Company Popularity," Aug,, p. 12. 
Appleton, Charles, L. "New York's Exotic Chinese Theatre," 
May, p. 18. 
Anonymous. "The Dominance of the Little Theatre," June, p. 
4C. 
1929 
Helburn, Theresa. "The Inside Story of the Theatre Guild," 
June, p. 20. 
Perlman, Phyllis. "London and the English Repertory Theatre," 
July, p. 16. 
Sisk, Robert, F. "The Guild Talkes the Road," Oct* p. 27. 
Wood, Philip. "They Remember, They Remember," Nov* p. 23 
(about Eva Le Gallienne). 
930 
Anderson, John. "And What's Become of the Torchbearers?" 
Jan* p. 21. 
Krutch, Joseph, Wood. "The Troupers of 14th Street," Jan* 
p. 28. 
Shinkman, Paul. "'Let Er Go, You Cur!'" Jan* p. 43 (success 
of the Elephant Repertory Theatre with old fashioned 
melodramas). 
Barnes, Howard. "Perhaps You'd Like to Subscribe," Feb, 
p. 18. 
Sisk, Robert, F. "The Guild Builds for Its Future," Feb, 
p. 43 (about the Guild Studio for experimentation). 
Kemp, Harry. "Out of Provincetown," Apn, p. 22 (about the 
Provincetown Players). 
Anonymous. "Boris Aronson's Theatre of the Imagination," 
May, p. 56. 
Shand, John. "Maurioe Browne," Aug«-Sept, p. 30, 
Beach, Stewart, "Where Angels Ought to Tread," Oct, p. 13. 
Bragdon, Claude. "They Were Happy Accidents," Nov* p. 20 
(about the Provincetown Players). 
Anonymous. "The Theatre Guild Opens Impressively," Dec* 
p. 30. 
1931 
Dale, Charles, "And Why Not More Repertory?" Feb, p. 14. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH AUDIENCES 
ii03_ 
Stuart, Clinton. "The Stage At Our National Capital," May, 
p. 122. 
Anonymous. "Theatrical Audiences," Aug* p. v. 
1910 
Jenks, George, C. "The Hat in the Theatre," Oct* p. 105, 
1911 
Morrissey, James, W. "A 'Frost' in Galveston," Jan* p. 17, 
Bell, Archie. "When the Audience Giggles," Sept?, p. 85, 
19JL2 
Euwer, Anthony, H, "The London Pit," June, p. 192,' 
1914 
Bennett, Ella, Cos telle. "The Matinee Girl," May, p. 241, 
1915 
Dale, Alan, "The Foibles of First-Night Audiences," Dec, 
p. 281. 
121& 
Brady, James, Buchanan (Diamond Jim). "Why I am a First 
Nighter," Dec* p. 346. 
Lawrence, W. J. "Early American Playgoing," Dec, p, 368, 
1211 
Andrews, Charlton, "The Psychology of the Audience," Jan* 
p. 26. 
Warsdsn, Rancholt. "Wanted: Pep for First Nights," July, 
p. 28. 
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1211 
Cram, Mildred. "The Theatre Faoe," Feb* p. 90. 
Kent, Harriet. "After the Play is Over," Nov,, p. 286, 
1212 
Burton, Richard. "Fooling Audiences," Jan., p. 22. 
Bell, Lisle, "Applause in the Theatre," Apn, p. 224. 
Prfthman;, .Daniel. "The Audiences of Yesterday," Nov., p. 294. 
Simon, Robert A. "When Theatre Audiences Struck," Nov., 
P. 312. 
Russell, F. C. "Confessions of a Gallery God," Dec* p. 178. 
1920 
MaoDonald, Donald. "Let the Actor Choose His Audience," Man, 
p. 160. 
Hartwig, Walter. "What Is An Audience," Apr., p. 246. 
Hamburger, Estelle. "First Aid to First Nighters," Apr.* 
p. 256. 
Ten Broeck, Helen. "The Stage Door Johnnie," June, p. 532. 
Dickson, W. Lee. "The Audience Upstairs," Sept, p. 100. 
Hamburger, Estelle. "The First Night Audience," Dec, p. 376, 
1922 
Bell, Lisle. "Look Around Now—," Man, P* 148, 
Skinner, Otis, "The Actor And His Audience," Apn, p, 242, 
Cram, Mildred. "Behold, the Audience!" Aug* p. 78, 
1924 
Coleman, Willis. "When the Worm Turns," July, p. 20. 
Metealfe, James, S. "The First Night—Then And Now," Sept* 
p. 19. 
1225. 
Plummer, ..Ethel, "All Sorts And Conditions in New York 
Audienoes," Sept* p, 11, 
122i 
Gabriel, Gilbert, W. "The 'First-Night* Fake," May, p. 9. 
Barrett, Lillian* "The Crowd Out Front," June, p. 9. 
Niohels, Dorothy, E. "The Playgoer*s Paradise," Nov* p. 30. 
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122X 
Tarkiagton, Booth. "Audience Makes the Play," Sept, p. 12. 
Barker, Albert W, "Decorum in the Theatre," Nov., p. 16. 
Morehouse, Ward* "Heard on Broadway," Dec., p. 49. (monthly 
column, this one good on first-night audiences). 
1928 
DeCaaseres, Benjamin. "The First Three Nights Are the 
Hardest," Man, P* 23. 
Oumbinner, Paul, G. "Audiences," Man, p. 27. 
DeCas,seres, Benjamin, "From Peanut Gallery to Family Circle," 
M*Ft P. 6. 
Downey, Fairfax. "Exit Laughing," July, p. 16. 
Carpenter, Edw*rd, Childs. "The Self Conscious Audience," 
Sept* p. 14. 
1929 
Shadurskaya, Lore* "Audiences Round the World," Sept, p. 43. 
Shinkman, Paul. "The Lap of the Gods," Oct* p. 25. 
1931 
Ulric* IfOnere. "Audiences, After All , Are the Best Cri t ics ," 
Jan., p. 20. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH THE BUSINESS OF 
THE THEATRE (INCLUDING THEATRE BUILDINGS) 
1901 
Fiske, Mrs, "Mrs, Fiske on the Theatrical Trust," Deo* p, 35, 
1902 
Anonymous, "Plays and Players," July, p. 8 (Independents vs. 
the Trust), 
19p3 
A. P, (Ada Patterson?). "New York** Magnificent New Play-
houses," Aug* p. 193. 
Bingham, E, A. "Denver»s Paradise for the Players," Aug* p. 
201, 
The Editor. "Art vs. Commercialism," Sept* p. 236. 
Strickland, J. "Detroit and Its Theatres," Not*, p. vi. 
Anonymous. "New York's Splendid New Theatres," Dec* p. 296, 
1904 
Mawson, Harry, P. "Are All Our Theatres Safe?" Jan* p. 10, 
A. H, (Arthur Hornblow?). "The Lesson of the Chicago Fire," 
Feb, p, 36 
O'Connor, Jeremiah. "The American Theatre of Tragedy," Man, 
p. 66 (about Ford's Theatre in Washington). 
Steele, Asa. "The Theatres of Philadelphia," Mar* p. 78, 
Hawks, Wells, "Hew Theatres Are Managed, No, 1, Thf Box 
Offiee Man," Apn, p, 90; No* 2* The Stage Door Keeper, May, 
p, 126; No* 3* The Bill Poster, June, p. 151; No* 4* The 
Attaches, July, p* 165; No, 5. Preparing for the New 
Season, Aug,, p, 195, 
Anonymous. "Thompson and Dundy Hippodrome, To be Build at 
Sixth Avenue, 43rd and 44th Streetp, New York," Aug* p. iv* 
Kay, L, M. "On St. Louis' Pike," Sept* p. vii. 
1905 
Mudd, A* I. "A Theatre in the White House," Jan* p. 16. 
By One of Them. "Strange Confessions of a Press Agent," 
Mar„ p* 74, 
Anonymous. "New York's Oreat Hippodrome," Apn, p. vii. 
Stewart, Henry, T. "The Pleybrokers
 0f New York," July, p. 
163, 
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1905 (Continued) 
Kugel, Lee, "The Adventures of An Advance Agent," Sept* 
p. 234, 
Anonymous. "The Professional Play-Reader and His Uses," 
Oot, p. 256. 
Anonymous. "To Oppose the Syndicate," Oct, p. xiii. 
Mudd, A. I. "The New Belasco Theatre in Washington," Nov., 
p. 288. 
12P£ 
Anonymous. "Nature's Cataclysm in San Francisco ," June, 
p. 146. 
H.H.H. "The Savannah Theatre Burned," Nov., p . v. 
1907 
Frame, Virginia, "Freak Theatre Advertising," Feb* p. 42, 
Mawson, Harry, P, "The Truth About the Theatre Ticket 
Speeulator," Apn, p. 103. 
Dickinson, Thomas. "Billy Niblo and His Famous Garden," 
Aug., p. 213, 
Mawson, Harry, P, "The Stage Door and Where It Leads," Deo* 
p. 322, 
1908 
Dieok, Herman, L, "Centenary of America*s> Oldest Playhouse," 
Apn, p, 98 (about Philadelphia's Walnut Street Theatre). 
Page, Will, A, "How They Pay Off at the Hippodrome," Dec* 
p. 340. 
1909 
Jenks, George C. "How the Production of a New Play is 
Financed," Man, p. 92. 
Anonymous. "The Passing of the Manhattan Theatre," July, 
p. 28. 
Barrell, Charles, W. "A Theatrical Hall of Fame," Oct* 
P. 117. 
1910 
Jenks, George, C. "Turning Theatrical Failures Into Semi-
Successes," Apn, p, 118* 
Auliek, W. W. "The Naming of Theatres," Apn, p, 121. 
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1910 (Continued) 
Anonymous. "Take the Post Office Out of Politics," Apn, 
Pf U . 
Fyles, Vanderheyden. "Copyright Performances," Sept* p, 84. 
Babcock, Bertrand, "The 'Deadhead' And What He Costs the 
Theatre," Sept* p. 94. 
Fyles, Vanderheyden. "The All-Star Fad," Oct* p. 127. 
Anonymous. "On Publishing Plays," Deo., p. xiii. 
1911 
Hudson, Kate. "Playhouses Reminiscences," May, p. 162. 
Anonymous. "Passing of New York's Oldest Playhouse," May, 
p. 168 (about the Thalia Theatre). 
Grau, Robert. "Wall Street the Arbiter of the American 
Stage," June, p. 195, 
A Passer-In, "Grievances of a Deadhead," Oct, p. 121, 
1212 
Moses, Montrose, J, "Forgotten Theatres of New York City," 
June, p. 197; Part II, July, p. 26, 
Anonymous. "America's First Theatre," July, p. 16 (about the 
Southwark Theatre). 
Stoll, H. F, "San Francisco's Theatrical Rehabilitation," 
Aug., p. 50, 
Jenks, George, C. "From the 'Tanks* to Broadway," No*, 
p, 156. 
1913 
W.T.P. "Settling a Case of Disputed Authorship," Jan,, p. 6. 
Geffen, Yetta, Dorothea. "The Cabaret Booking Agency," Oct* 
p. 126. 
Anonymous. "New York's Newest Theatres," Nov., p. 146 (about 
Booth's Theatre and the Shubert Theatre). 
1214 
Shubert, Lee. "What It Costs to Produce a Play," Jan* p. 22. 
Jenks, Gsorge, C. "The Typist and the Drama," Man, p. 152* 
Brown, Southard. "Confessions of a Ticket Seller," July, 
p. 24, 
Dorrian, Ceeil, I. "The Press Agent," Aug* p. 77. 
Jenks, George, C. "Trying It on the Dog," Aug,, p. 79. 
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1915 
Denig, Lynde. "Theatre Tickets at Cut Rates," Apn, p. 186. 
Anonymous. "A Woman Who Picks Successful Plays," Apr* p. 188. 
The Editor. "To Abolish Cut Rate Theatre Tickets," May, p. 
260 (comments by Charles Frohman and David Belasco). 
1216 
Nelson, George. "A Pioneer Playhouse," Jan, p. 34 (about Salt 
Lake Theatre). 
Dale, Alan. "The Humorous Side of Stage Publicity," July, 
p. 13. 
Adamson, Robert (Fire Commisioner of New York City). "How the 
Playgoer is Protected from Fire," Sept, p. 146, 
Romer, Sebastian. "On the Inside Looking Out," Nov., p. 272 
(about the box office). 
1911 
Dillingham, Charles, B. "We're the Greatest Gamblers on 
Earth," Jan., p, 10, 
Zlegfeld, Florens, Jr. "—And On the Other Hand," Jan* p. 12. 
Worm, A. Toxen (pseud?). "The Business of Being a Frees 
Agent," June, p. 348* 
Burnham, Charles. "The Bill of the Play," Aug,, p. 68. 
Klaw, Marc. "The Tax on Theatre Tickets," Nov* p, 263, 
1912 
Burnham, Charles, "New York's Historic Theatres," Mar., p. 160 
(about The Old Bowery), 
Allen, Lewis, "How Many?" Mar,, p. 164 (about ticket sellers), 
Burnham, Charles, "New York's Historic Theatres," Aon, ». 236 
(about Booth's); May, p. 294 ,about Niblo's Garden and 
Wallack's Lyceum). 
Cram, Mildred. "Popularity and the Press Agent," June, p, 362. 
Penfield, Cornelia, S. "Why the Dead Head?" June, p. 366. 
Gotthold, Rossi, "New Orleans* First Theatre," Aug., p. 100 
(about the Theatre in St. Peter Street). 
1919 
Anonymous. "The Traffic in Theatre Tiokets," Jan, P* 6 
Skipworth, Alison* "Baok Stage Scandal," July, p. 26 (about 
publioity). 
• >,>,>^-Jiii&/A'& t^t&rt-i 
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122P. 
Anonymous. "Theatres Gone But Not Forgotten," May, p. 352. 
Emery, George, M. "Passing of America's Oldest Playhouse," 
June, p. 506, (about Philadelphia's Walnut Street Theatre), 
Sobel, Bernard, "Publioity and the Truth," Nov., p. 282. 
1921 
Ford, James, L. "Rise of Theatrical Press Agent," Mar* p. 154. 
Hornblow, Arthur. "Editorial: Speculation in Theatre Tickets," 
Nov,, p. 290. 
1922 
Hornblow, Arthur. "Editorial: Drive the Money Changers Out," 
Feb*, p. 74. 
Bell, Lisle. "When Milady Shops for Seats," Apn, p, 244. 
Cook, Burr, C, "Twenty Years of Theatre Building," Aug* 
p. 98, 
im 
Oers, H. R. "Effioiency in the Theatre," May, p. 76. 
Anonymous. "Why It Costs So Much to Amuse You," Nov,, p. 12. 
122£ 
Cook, Burr, "Are You Safe in the Theatre?" Jan* p. 10. 
Brady, William. "The Tieket-Speoulater Must Go," Feb* p. 9. 
Dorfman, Nat, N. "Two for To-Night?" Oot* p. 24. 
1925 
Wiseman, Harrison, Gahagan. "The Theatre Beautiful," May, 
p. 16. 
Rauh, Stanley. "Diary of a Tioket Speculator," July, p. 24. 
Shubert^ J. J. "What It, Costs to Put on a Show—And Why," 
Sept* p. 9, 
1226. 
Patterson, Ada. 
Patterson, Ada. 
p. 22. 
"Stage Door—No Admission," Jan* p. 24, 
"The Face at the Box-Offioe Window," Feb* 
j ' lA. *,-,/" l . -fAjlftjiSi' /'ll'ifU»*? 
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1926 (Continued) 
Kerr, Geoffrey. "Five Stage-Door Keepers," July, p. 10. 
Butterfield, Walton. "First Nights—From the Rear," Dec, 
p. 10. 
1221 
Fricken, Roy, H. "Box-Office Tickets? None There! Ask the 
Broker," Man, p. 24. 
Sisk, Robert, F. "How to Advertise a Play," Apn, p. 28. 
Hildreth, Melvin, D. "Uncle Sam's Playhouse," Apn, p. 33. 
Pratt, Theodore. "The Not Too Gentle Art of Play-Reading," 
June, p. 39. 
Cocroft, Thoda. "Crashing the Theatre's Gates," July, p. 14, 
Patterson, Ada, "Gaieties and Gravities," Aug* p. 34 (about 
press agent Edward E, Pidgeon, Pros, of the Theatrical 
Press Representatives of America). 
Maxwell, Perriton. "Editorials," Sept* p. 30 (about ticket 
speculators). 
Sobel, Bernard. "A Press-Agent Looks at His Job," Sept, p. 32. 
Fricken, Roy, H. "Broadway's Five Neediest Cases," Dec, p. 18 
(about ticket speculators). 
1928 
Dorfman, Nat', N, "Paradise Regained—For Theatre Patrons," 
Feb* p. 20. 
Wood, Philip. "All Angels Ain't Got Wings!" May, p. 14. 
Sohwab, Laurence, "What Price Musical Comedy?" Aug., p. 34. 
Bloom, Sol, Congressman. "To Protect American Brain-Workers," 
Oct, p. 25. 
Anonymous. "Twenty-Four Leaders of Thought and Action in 
Theatre Publicity," Oct, p. 48. 
1122 
Wilson, Francis. "Memories of the old Broadway Theatre," Man, 
p. 42. 
Barnes, Howard. "Meeting the Brass Band of Showmanship," 
Sept* p. 11. 
de Rohan, Pierre. "There Ought, of Course, to Be a Law," 
Oct., p. 21. 
Kaye, Joseph. "The Passing of the Stage-Door Johnny," Oct., 
P. 47. 
Barnes, Howard. "The Broadway Real Estate Racket," Nov, 
p. 15. 
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121& 
Maxwell, Perriton. "Editorial—Seats at Box Office Prices," 
, Feb* p. 15. 
An Outlaw Broker in the Tieket Racket. "As for Ticket 
Speculating—It's Still a Gyp," Oct* p. 21. 
Beach, Stewart. "Half a League Onward," Deo* p. 15 (about 
tieket brokers). 
Morehouse, Ward. "Bargain Basement—The Story of Joe 
Leblang," Deo* p. 17. 
12& 
Goldsmith, Ted. "There's Nothing New in Ticket Speculating," 
Feb* p. 21. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH CRITICS 
AND PRINCIPLES OF CRITICISM 
12fil 
Price, W, T. "Critics and Critiolsm," Sept., p. 12, 
1203. 
Sareey, Franoisque. "Confessions of a Dramatic Critic," Man* 
p. 71. 
Lenormant, Edouard. (pseud). "Reflections Upon Uncritical 
Critics," Apr* p. 88. 
1904 
Anonymous. "Some Curiosities of Dramatic Criticism," Nov* 
p. 282. 
1226. 
Anonymous. "Managers and Critics," Apn, p. 89, 
J.S.T. "Draraatio Critics and Theatre Managers," Sept, p. 230. 
1907 
Schrader, Frederick, F. "Critios and Players," Man, p. 79. 
Anonymous. "Some More Curiosities of Dramatic Criticism," 
Oct* p. 264. 
Viereck, George, Sylvester. "Is Criticism Worth While?" 
Dec* p. 331. 
Anonymous. "'Donkeyism' and Some Dramatic Critics," Feb* 
p. 39. 
Shaw, G. B, "Shaw's Revenge on Critios," July, p. iv 
(about Getting Married). 
Schrader, Frederick, F. "Are Critics Failures?" Sept, 
p. 249. 
1219. 
Huneker, James. "Looking Backward," May, p* 142* 
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1910 (Continued) 
Editor. "Could We Do Without the Dramatic Critic?" May, p. 
150, (comments by Arthur Bingham Walkley, Charles Klein, 
Adolph Klauber, Daniel Frohman, Otis Skinner, John Mason, 
Maxine Bliott, Viola Allen, Mrs, E. Ritsema de Grove, 
James Buchanan Brady, George Mayer), 
X.Y.Z. "The Actor and the Critic," June, p. 195. 
1911 
Bell, Archie. "How Much is First-Night Opinion Worth?" J an* 
p. 12. 
Peacock, Anne. "The Critic and the Public," July, p, 6, 
1914 
Pierce, John. "Can One See A Play Twice?" June, p. 307. 
Goodman, Edward, "What's Wrong in Dramatic Crit ic ism?" Aug* 
P. 72, 
1915 
Editor. "Dramatic Criticism—What It Is And What It Should 
Be," Jan* p. 12, (contributions by Louis Defoe, Charles 
Klein, Wm. J. Henderson, Henry Blossom, Victor Herbert, 
Adolph Klauber, H. H, Frasee). 
Dale, Alan. "The Dramatic Critic," Oct* p. 164. 
1916 
E. F. C. (Edward Fales Coward?) "A Testimonial to Mr. William 
Winter," Man, p. 126. 
Grunberg, Alfred. "When the Judges Were Judged." Aug* p. 83. 
Andrews, Charlton. "Some Fallacies of Dramatic Criticism," 
Sept*, p. 154. 
1918 
McVoy, Celeste, Aymond. "Criticising the Critios," Man 
p. 154, 
1220 
DeFoe, Louis, "Twenty Years of Theatregoing," May, p. 348. 
Ford, James, L. "Dramatic Criticism—Then And Now," May, 
p. 362. 
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1922 
Wolcott, Alexander, "Capsule Criticism," July, p. 8. 
1221 
One of Them. "The Brethren of the 'Vicious Circle*" Jan*. 
p. 9, (about the members of the Alconquin Round Table). 
Hilder, John, Chapman. "The Actors' The Thing," Apn, p. 22. 
Lahey, Richard. "Theatre Magasine Exposes the New York 
Critios," May, p. 11, (about Alexander Wolcott and Heywoud 
Broun), 
A Firat-Nighter. "Outside the 'Vicious Circle"* June, p. 9, 
Lahey, Richard, "Theatre Magasine Exposes the New York 
Critios," June, p. 11, (about Kenneth Macgowan and Robert 
Benchley). 
. "Theatre Magazine Exposes the New York Critics," 
July, p. 21, (about John Corbin and Percy Hammond), 
. "Theatre Magazine Exposes the New York Critios," 
Aug* p. 21, (about Alan Dale and George Jean Nathan). 
. "Theatre Magasine Exposes the New York Critics." 
Sept* p, 11, (about Burns Mantle and Charles Darnton), 
Raymond, John. "Can Critics Write Plays?" Oct* p. 20. 
1924 
Anonymous. "Ziegfeld Bars Theatre Critic," Feb* p. 1A. 
Miles, Carlton. "Say Something Nice About Me, Old Chap," 
Oct* p. 20. 
Bell, Archie. "The Most Hated Man in the Theatre," Nov* 
p. 20, (about George Jean Nathan). 
1925 
Hornblow, Arthur. "The Editor's Uneasy Chair—The Critio 
and the Player," July, p. 7. 
1926 
Gabriel, Gilbert. "Lots of My Best Friends Are Aotors," Aug* 
p. 9. 
19£7 
Eames, Clare. "None of My Best Friends Are Critios," Jan, 
p. 64. 
De Casseres, Benjamin. "Is the Organ of Criticism %n the 
Stomach?" Apn, p. 8* 
*. 
Critics 293 
1927 (Continued) 
Fricken, Roy, H. "The Public Knows Best!" Apn, p. 10, 
Goodrich, Mare. "Those Who Sit in Judgment," May, p. 12. 
. "Those Who Sit in Judgment," June, p. 22, (about 
Alexander Wolcott), 
.. "Those Who Sit in Judgment," Aug., p. 28, (about 
George Jean Nathan). 
Cocroft, Thoda. "Those Who Sit in Judgment," Sept* p. 20, 
(about Ashton Stevens). 
Goodrich, Marc. "Those Who Sit in Judgment," Oct, p, 40, 
(about Alan Dale). 
, "Those Who Sit in Judgment," Nov., p, 40, (about J, 
Brooks Atkinson). 
"Those Who Sit in Judgment," Dec* p. 41, (about 
Robert Benchley). 
1928 
Goodrich, Marc. "Those Who Si t in Judgment," Jan., p. 37, 
(about E. W. Osborn). 
. "Those Who Sit in Judgment," Man, p. 35, (about H. 
T. Parker). 
De Casseres. Benjamin. "Should Dramatic Critics be Abolished," 
Apn, p. 20. 
Kober, Arthur. "Heard on Broadway," Apn, P* 47 (monthly 
column; this month important for dramatic criticism). 
Fricken, Roy, H, "The New School of Dramatic Criticism," 
May, p. 37. 
Cocroft, Thoda. "Those Who Sit in Judgment," May, p. 44, (about 
Frederick Donaghey), 
Anonymous, "The Two Dromios of Denunciation," Aug., p. 37, 
(about H, L. Mencken and George Jean Nathan), 
1929 
Maxwell, Perriton. "The Castigation of the Critios," Feb* 
p. 42, 
Wells, Carolyn. "Crimes, Crooks, and Critics," Man, P* 17. 
1930 
Wood, Philip. "The Democritic Party," Mar* 1930, p. 22. 
1931 
Beach, Stewart. "Answer to Distressed Reader's Complaint," 
Apn, p. 13 (about newspaper critism), 
Dance 294 
MAJOR ARTICLES AND ITEMS CONCERNED WITH THE DANCE 
1905 
Norman, Gertrude, "Isadora Duncan and Her Greek Barefoot 
Dances," Feb* p. 36. 
Lathrop, Elise. "The Decline of Dancing as an Art," June, 
p. 144, 
1906 
Anonymous. "Ruth St. Denis and Her Hindoo Dance, 'Radha'" 
Man, p. 62. 
Walsh, Thomas. "The Dancers of Spain," Oct, p. 278. 
1907 
Jenks, George, C, "Adeline Gene'e—The New Taglioni," July, 
p. 192. 
1908 
Dunlap, Maurice, "Mummery and Musio in British India," Feb., 
p. 53. , 
Savange, Richard. "Mile. Adeline Genee, of the Twinkling Feet," 
Man, p, 65, 
Anonymous, "Maud Allan's Barefoot Dancing Stirs London," 
June, p. 164, 
Anonymous, "Isadora Duncan Dances," Oct* p. iii. 
1909 
Kerr, Caroline, V, "Rita Saoohetto—Munich's Famous Dancer," 
Dec* p, 172. 
1212 
A. P, (Ada Patterson?) "A Chat with Mile. Adeline Genee," 
Jan* p..17, 
E. L. (Elise Lathrop?) "Pavlowa's Dancing Holds New York 
Spellbound," Apn, p. 115* 
Tyrrell, Henry. "Behind the Scenes at the Victoria with Mile, 
Pelaire," Aug* p. 36. 
Tyrrell, Henry, "A Private Rehearsal With the Russian 
Daneers," Deo* p, 178. 
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1211 
McBride, Emily, Raymond* "The Snake Dance of the Moqui 
Indians," Apn, p, 125, 
de Rennes, Brander, "The Furor for Dancing," Sept* p, 92, 
Tyrrell, Henry, "Gala Season of the Russian Dancers," Deo* 
p* 198. 
1913 
Smith, Ethel, B. "Another New Art of the Theatre," Man, 
p. 90 (about Florence Fleming Noyes). 
Rainey, Ada, "The Art of Ruth St. Denis," Apn, p. 117, 
Anonymous. "Pavlowa The Greatest Dancer of Her Generation," 
Nov,, p. 162. 
1914 
Tevis, May. "The Scenic Art of Leon Bakst," Jan* p. 11. 
Rowley, M, de la Mare, "Lydia Kyasht—The World's Most 
Beautiful Dancer," Feb* p. 73, 
Kitchen, Karl, K. "A Visit to St. Peterburg's Imperial Ballet 
Sohool," Apn, p. 181. 
Anonymous. "Paul Swan—An American Who Revives a Greek Idea," 
May, p. 231. 
Wilson, Hepburn. "The New Dances," May, p. 266 (advertise-
ment?). 
Anonymous. "Pavlowa to Standardise the Modern Dance," Nov,, 
p. 226. 
121i 
Geffen, Yetta, D. "Ches Maurice," Jan* p. 30, 
Foote, Elroy. "The Story of the Castles," Man, p, 112, 
Grau, Robert, "Evolution of Modern Stage Dancing," July, 
p. 28. 
L.F.P, (Lucy Franoe Pierce), "Pavlowa Delights Chicago," 
Sept* p, 123. 
Anonymous, "Ths Imperial Russian Ballet to be Seen at the 
Metropolitan Opera House," Oct* p. 165. 
Anonymous. "Famous Artists in Mimo-Choregraphio Opera," 
Oot* p. 191. 
Herrick, William, Hamilton. "The Russian Ballet," Dec* 
p. 294. 
1916 
Anonymous. "New York Sees Diaghileff's Ballet Russe," Man, 
p. 128. 
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1916 (Continued) 
Fyles, Vanderheyden, "Fortunate Misfortunes of the Stage," 
Sept, p, 136, 
Revell, Nellie, "The Dance Speotacle Dominates Vaudeville," 
Oot* p. 212, 
1917 
Anonymous. "The Sixty Club," Jan* p. 40, (socialite dancing 
club), 
Moller, Helen, C. "The Spirit of the Greek Dance," Feb* 
p. 82. 
Aronson, Rudolph. "Kings of the Dance," Apn, p. 230. 
Anonymous, "Formation of a Miniature Ballet Russe," Aug* 
p. 71. 
Morgan, Marion. "The Out of Door Dance," Sept* p. 140, 
Revell, Nellie. "Will They Never Stop Dancing?" Nov* 
p. 294 (about vaudeville dancing). 
1212 
Lubovska, Des iree , "The Public and the A r t i s t , " No**, p, 294. 
Hirah, Louis. "The Deadly Dull Chorus Gir l ," May, p . 282, 
(a l so about Isadora Duncan). 
1912 
Anonymous. "The Dancing Furore is Still On," Aug* p, 101* 
Anonymous. "Dancers of All Types and All Countries," Not, 
p. 309. 
(In 1920 and 1921 there are only pictures and drawings of 
dancers), 
1922 
Bird, Carol. "The Philosophy of Russian Dancing," Jan* p, 
22 . 
1923 
Gilliam, Florence. "Ballet Suedois—A Unique Stage Spectacle." 
No-fj, p* 10, 
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1925. 
Maxewille, Maurice. "The Diary of a Dance Devotee," Feb* 
p. 29. 
Marodny, Ivan. "American Jasz and Russian Ballet," Oot*, 
p. 12. 
192& 
Anonymous. "Expressionism in the Dance," July, p. 29, 
Marsh, Lucille, "Dance On!" Aug., p. 30. 
Shawn, Ted. "In the Land of the Geisha Girl," Sept, p. 30, 
Austin, Fred. "Interviewing a Premiere Danseuse," Nov., p, 12. 
1927 
Caspary, Vera. "The Great Leg I n d u s t r y , " Dec, p , 27. 
1930 
Hoetor, Harriet. "On With the Ballet," May, p. 40. 
Marsh, Lucille. "We're Paging the American Dance," Dee., p. 44. 
12U 
Wigman, Mary. "The Mocd of the Modern Dance," Jan, p. 45. 
Marsh, Luoile. "These Moderns of the Dance," Man, p. 37, 
General 298 
MAJOR ARTICLES AND ITEMS OF A GENERAL NATURE 
CONCERNED WITH THE DRAMA, THE THEATRE, 
AND PLAYWRITING 
1901 
Saltus, Edgar. "Our American Dramatists An Apology," Nov., 
p. 14. 
1921 
Whitelock, William. "Play Censorship in Germany," July, 
p. 16. 
Hyde, James, Clarence. "150 Years of the American Stage," 
Sept* p. 18, 
Anonymous, "Mrs, Osborn's Playhouse," Oct* p, 26, 
Mawson, Harry, P. "The Evolution of a Play*" Nov* p, 14, 
R,S.W. "The Children's Theatre," Nov* p, 24, 
Howard, Bronson, "Playwrights and School-Girls," Dec, p, 25* 
1221 
Clarke, Joseph, I,C, "The Terrors of a First Night," Jan, 
p. 11, 
The Editor, "The Theatre?a Play Competition,". Man, Inside 
Cover. 
Quirk, Leslie, W. "An Ideal Theatre," July, p. 181. 
Strachey, Lionel, "Immoral Drama," Aug* p, 206* 
Huret, Jules, "A French View of Our Stage," Sept* p. 217, 
Morris, Clara, "Has the Drama Degenerated?" Dec, p. 313* 
The Editor, "The Theatre's Play Competition," Dec* p. 316, 
Lanston, Aubrey. "The Play House One Hundred and Fifty Years 
Age," Dec* p. 317. 
1904 
Anonymous. "New York Sees the Prise Play," Man, p. 62. 
Tyrrell, Henry. "Drama and Yellow Drama," Aug,, p. 192. 
Morris, Clara. "The Drama as an Educator," Aug* p. 206, 
Tyrrell, Henry. "World-Dramatists of To-Day," Deo* p. 299. 
mi 
Bentley, Walter, Rev* "The Coming Relation of Church and 
Stage," Feb., p. 48. 
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1906 
Kebbe, Oustav. "A Roady-Made Hall of Fame," Jan., p. 13* 
The Editor* "Letters to the Editors Defense of Magasine 
Advertising," Man, p. ix* 
Lewis, W. A, "Curtain Calls and Speeches," May, p* 135* 
Mawson, Harry, P. "The Problem of the Playwright," Aug* 
p. 208. 
Patterson, Ada. "'The Need of the Stage Is Plays!' says Mr, 
Crane," Aug,, p. 213. 
Dannenburg, Joseph. "Playing Ibsen in the Bad Lands," Aug* 
p. 219. 
de Casseres, Benjamin. "The Stage, Instinct," Sept* p, 234. 
1907 
Presbrey, Eugene. "The Use of the Word 'Atmosphere* Applied 
to the Stage," Jan* p. 10. 
Keokie, Edith, "Children Mummers of the Cornish Colony," 
Jan, p. 18. 
Griffith, William, "The Fatal Fascination of Playwriting," 
Ape, p. 97. 
Anonymous, "A New Society of American Dramatio Authors," May, 
p. 84. 
Anonymous, "A Kindergarten for Future Playgoers," June,, p. 154. 
Bell, Archie. "What Woman Has Done for the Stage," Aug* p, 216, 
Parker, Louis, N. "How I Invented Pageantry," Sept, p. viii* 
X.X. "'American Stage in Danger,' Says William Winter," Oet* 
p. 268. 
Frohman, Charles. "Why Seme Of Our Dramatist* Fail," Dee, 
p. 324. 
de Casseres, Benjamin. "Momus Toujours," Dee* p. 348* 
1998 
Skinner, Otis. "Otis Skinner in the Pulpit," Apn, p. xvi. 
Page, Will, A, "When the President Goes to the Theatre," May, 
p. 120. 
Oppenheimer, Francis. "New York City's Censorship of .Plays," 
May, p, 134< 
Lawrence, W. J. "Theatrical Coincidences," May, p. 139. 
Coward, Edward, Fales, "The Palmy Days of the Drama," July* 
p. 196. 
Patterson, Frederick, G. "On Hero-Worahip," July, p. 198, 
Bennett, Ella, Cestello, "The Thief in the Drama," Nov., 
P. 297, 
X.X. "Mme. Kalioh Deplores Low Theatrical Standards," Nor,, 
p, 306. 
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12£2 
Skinner, Otis. "Otis Skinner on the Drama," Feb?, p. xvli. 
Steell, Willis. "Seme Curious Premieres," May, p. 165. 
Patterson, Ada. "The Aetor as a Benefaotor," June, p. 188. 
Willey, Day, Allen. "The Open Air Amusement Park," July, 
p. 18. 
Winslew, B. R, "Some Odd Superstitions of the Stage," July, 
p. 31. 
Harris, Henry B. "The American Dramatist," Oct, p. vi. 
M.R.S. "Amusement* in Old New York," No*, p. 146. 
Skinner, Otis. "*First Nights' in the Palmy Days of the 
Drama," Dec* p. 184, 
1910 
Charlton, J. "Complimentary Banquet Tendered to Mr, G, L.," 
Feb,, p* 38 (Traffic manager of the Hawley System of rail-
roads^. 
Anonymous, "Another 0, Henry Short Story Dramatised for the 
Stage," Feb* p. 41, 
Jenks, George, C. "The Versatile Barnstormer," Man, p. 95. 
L.F.P. (Lucy France Pieroe), "Chicago As a Producing Centre," 
June, p. 178. 
Church, Virginia. "Colonial Theatres," June, p, 181, 
Baker, Hettie, Gray, "The Religious Spirit in Some Reoent 
Plays," Aug* p. 50. 
Morrissey, James, W* "Some Theatrical Memories of Other Days," 
Sept, p. 76, 
Bell, Archie. "Are the Playwrights Writing Themselves Out?" 
Deo* p. 196, 
1911 
Anonymous, "The Drama League of America," Apn, p, 137, 
Freiberger, Edward, "Theatre Beginnings in Chicago," June, 
p, 198, 
A,P. (Ada Patterson?), "Theatre Going in London," July, 
p, 15, 
Jenks, George, C. "Bad Taste for Art's Sake," July, p, 33, 
Brown, Frank, Chouteau, "The Drama League of America," Aug,, 
p, ix. 
Anonymous. "A Drama for Children," Sept* p. 106. 
West, Louise, Bronson, "Dangerous Plays," Non, p, 168, 
Collins, Charles. "Chicago's Dramatic Season Opens With 
Eelat," Nov* p, 176, 
Bell, Archie. "Famous Women Who Have Been Dramatised 
(Cleopatra)," Deo* p. 219. 
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1912 
Anonymous. "Convicts See a Play of Convict Life," Jan* 
p. 23. 
Freiberger, Edward. "Strange Theatrical Coincidences," Feb., 
P. 69, 
Bell, Arohie. "Famous Women Who Have Been Dramatised (Nell 
Gwyn)," Man* P* 96. 
Kitchen, Karl, K. "President Taft as a Theatre Goer," Apn, 
p. 117. 
Oppenheimer, Francis, J, "Father Knickerbocker's Theatre," 
May, p. 166 (about New York City's Budget Exhibit), 
tyurrows, W. A, "Theatre Orchestras," Aug*, p. 46* 
Walsh, George, E.s "The Floating Theatre," Aug* p. 48, 
Lynch, Gertrude, "A Theatrical Fishing Contest," Aug, p, 54. 
Austin, W. W. "The'Rialto' A Generation Ago," Aug* p. 57. 
Moses, Montrose, J, "A Drama Museum," Sept* p, 92, 
Anonymous, "Anecdotes of the Stage," Sept* p. 94; Nov., p, 
136. 
Davis, Lyman, Edwyn, "The Duty of the Stage," Nov*, p. 145, 
Patten, Grace, Bigelow, "A Famous Old Playgoer," Dec, p. 
174. 
Vom Baur, E. E. "Napoleon and the Drama," Dec, p, 178, 
Nathan, George, Jean. "The Deadly Cabaret," Dec, p. 183* 
1913 
Housum, Robert* "Music in the Modern Drama," Jan* p. 21* 
vom Baur, E. E. "Raoketty-Packetty House," Feb* p. 46* 
Calder, Chester, T. "What's Wrong With the American Stage," 
Man, p, 74, 
vom Baur, E. E. "Is the Stage a Profession or a Trade?" Man* 
p. 88. 
Fyles, Vanderheyden. "Classic Curtain Raisers," Apn, p. 114, 
Mosby, John, Jr. "The Night That Lincoln Was Shot," June, 
p. 179. 
Anonymous. "$10,000 for an American Play," May, p. 136. 
Mason, Redfern, "The Theatrical Jury," Aug., p. 49. 
Belasco, David. "Stage Realism of the Future," Sept* p. 86.. 
Anonymous. "Police Stop Two Plays," Oct*, p. 116. 
Greenwall, Harry, J. "Decline of French Drama," Oct* p* 
xvii. 
Anonymous. "The Theatre of the Future—As Managers See I.t," 
No*, p. 160 (comments by Frohman, Shubert, Klaw, Belasco, 
Tyler, Cort, Morosco, Hopkins), 
Smith, Ethel, M. "Pageantry and the Drama League," Nov., 
p. 171. 
A. P. (Ada Patterson?). "The Woman Who Made Bernard Shaw 
Cry," Dec* p. 185. 
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1914 
Anonymous, "Pepy's Diary—Addenda," Jan* p, 13. 
Anonymous. "The Drama League," Man, p. 119. 
Pingree, Maude. "The Child at the Play," Apr., p. 174, 
M.P. "Curtain Calls," May, p. 253. 
Goodman, Edward. "The Play With the 'Punch'" June, p. 299. 
Pingree, Maude. "The Children's Educational Theatre," July, 
p, 34. 
Greenwall, Harry, J. "London Applauds American Plays," Aug., 
P. 74. 
Cannon, Fanny* "The 'Closet* Drama," Sept*, p. 115. 
Perkins, Edward, B. "Theatre Going in the War Zone," Nov* 
p. 219. 
Patterson, Ada. "Right and Wrong Realism," Dec, p. 286 
(discussion by Frank Keenan). 
Goodman, Edward. "Laughter in the Theatre," Dec* p. 290. 
1915 
Fyles, Vanderheyden. "Between the First Rehearsal and the 
Last," Man, p. 132. 
The Editor. "Theatre Magazine Play Market," July, p. 1. 
Nelson, George, Merwin. "Theatre-Going in New York a Century 
Ago," July, p. 19. 
de Wagstaffe, William. "Why Does the Sensuous Appeal Prevail 
on the Stage?" Nov., p. 243. 
1216 
Dale, Alan. "The Humor of the Theatrical Interview," Feb*, 
p. 69. 
Dale, Alan, "Profanity on the Stage," May, p. 279. 
Ames, Winthrop, "The Ills of the Theatre," July, p. 2, 
Dale, Alan, "Should the Theatre Give Itself Away?" Aug* 
p, 65, 
Nobles, Milton. "Some Unwritten Stage History," Aug*, p, 79. 
Andrews, Charlton. "Solving the 'Happy Ending' Problem," 
Aug* p. 84. 
Dale, Alan, "Sooiety on the Stage," Sept, p. 130, 
Bell, Archie, "Are Two Heads Better Than One in Playmaking," 
Septs P* 148, 
Hornblow, Arthur, "Prosperity Versus Art," Oct* p. 191, 
Maxwell, Perriton, "The Author at Rehearsal," Oct* p, 198, 
Wells, Charlotte. "The Great American Play," Oct*, p. 200. 
Smith, Winchell. "How I Write Popular Plays," Dec* p. 364, 
General 303 
1211 
Burke, John, Rev. C.S.P. "The Stage and Public Morals," 
Feb* p. 71. 
Daly, Arnold. "Why I Prefer European Playwrights," Feb., 
• p. 98. 
Andrews, Charlton. "Elevating the Audience," Feb., p. 102. 
Nathan, George, Jean. "The Amerioan Dramatist—Why He Isn't," 
Man, p. 135. 
Broadhurst, George. "Is the Stage Immoral? A Reply to Father 
Burke," Man, p. 140. 
Andrews, Charlton. "How Not to Get Your Play Produced," Man, 
p. 154. 
Ten Broeck, Helen. "Stage Partnerships," Man, p. 164. 
Pollock, Channing. "The Advantages of Illiteracy," Apr,, p. 
199. 
Janvier, Jean. "French Actor-Manager Views Our Stage," Apn, 
p. 226, 
Collier, William. "Some Truths I Have Met," Apr,, p. 226. 
Matthews, Brander. "Reoolleotions of a Playgoer," May, p. 
263; June, p. 346; July, p, 30, 
Southerland, Lawrence. "Patriotism on the American Stage," 
May, p. 286. 
The Publishers. "True Patriotism," June, p. 322. 
Gregory, Elisabeth, Hiatt. "What Society is Doing for the 
Stage," June, p. 338. 
Burnham, Charles, "Stage Degeneracy an Old Cry," July, p, 34. 
De For, Louis. "The Drama's False Friends," Aug* p. 63. 
Crane, Frank, Dr. "The Theatre in War Time," Sept, p, 119. 
Morris, Paul. "Harrowing Moments in Popular Plays," Sept, 
p. 130. 
Hamilton, Clayton. "A Demand for Serious Drama," Oct* p. 191. 
Hitchceok, Raymond. "The Art of the Curtain Speech," Oct* 
p. 192. 
Bloom, Vera. "Going Back to Mother," Oct* p. 212. 
Ranck, Edwin, Carty. "What's Wrong With the Road?" Oct* 
p. 218. 
Chandler, Julia. "When the President Goes to the Play," Dec* 
p. 335. 
Hornblow, Arthur. "Do We Face a Theatrical Crisis?" Dec* 
p. 336. 
1918 
Paul, Morris. "Seats for To-Night?" Jan* p. 8. 
Moses, Montrose, J. "Keeping the Soldier Amused," Jan., p. 16. 
Seton, Harold, "Twenty-Five Years Ago," Jan* p. 26* 
Goudiss, C, Houston. "Who is Hoover and What is He Doing?" 
Jan* p. 52. 
Hatoh, Robert, H. "Is the Theatre a Neoessity or a Luxury," 
Feb*, p. 72. 
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1918 (Continued) 
Anonymous. "Roll of Honor," Feb* p. 82 
Ranck, Edwin, Carty. "That Overworked 'Happy Ending'" Feb, 
p. 104. 
Hornblow, Arthur. "Let the Playwright Do His Bit," Man, 
p. 133. 
Holden, William, A. "Is the Stage Corrupting New York," Man, 
p. 134. 
Anonymous. "The Theatre of a Thousand Mysteries," Man, p. 136 
(a Temple of Mysteries to be opened by Harry Houdini). 
Andrews, Charlton. "The Drama as a 'Special Extra'" Man, p. 
144 
Mackaye, Percy. "The War and Broadway," Apn, p, 203. 
Andrews, Charlton. "The Top Balcony," Apr., p. 212. 
Anonymous. "Our Own Happy Endings," Apr,, p. 226, 
Anonymous. "Smile and the World Smiles With You," May, p* 
280. 
Anonymous. "The Ten Best 'Props'" May, p. 288. 
Andrews, Charlton. "The Novelty Show Shop," May, p. 304. 
Grant, Percy, Stiokney, Rev. "Let Us Respect the Theatre," 
June, p, 342. 
Bell, Lisle. "The Theatre—By Your Leave," June, p. 374. 
Hornblow, Arthur. "Legs Vs. the Be-Whiskered Drama," July, 
p. 8. 
Gilchrest, W. Forrest. "Amusing Stage Contretemps," July, 
p. 10. 
Vanera, Lucien. "Made in America," July, p. 12. 
Patterson, Ada. "What is an Immoral Play," July, p. 34, 
The Editor. "Editorial: The Poor Old Show Business," Aug* 
p. 68. 
Anonymous. "Who'll Mother These Soldier Boys?" Aug* p. 82. 
de Foe, Louis. "We Can't Be as Bad As All That," Aug* p. 86, 
Wright, Franklyn. "The Compleat Playwright," Aug* p. 94. 
Anonymous. "A Page From Yesterday," Sept* p. 134 (about New 
York Theatre in 1895 and other years). 
Wells, Charlotte, "The People, The Theatre, and The War," 
Sept* p, 136, 
Cram, Mildred. "Temperament," Sept* p* 146. 
Bloom, Vera. "A Short Course in Playgoing," Sept* p. 152. 
Ranek, Edwin, Carty. "Imaginary or Real Heroes—Which?" Oct* 
P* 210. 
I Anonymous. "Afterthoughts of a First Nighter," Oct*, p. 194. 
Bell, Lisle. "Prohibition and the Drama," Oot* p. 196* 
McCabe, Lida, Rose. "The Curtain Call," Oct* P« 198. 
Seton, Harold. "Church and Stage," Oct, p. 208, 
[ Kalich, Bertha. "Do Audiences Want Serious Plays?" Oct* 
p. 210. 
RothsehiId, Zeta. "Fashions in Titles," Oct* p. 224* 
The Editor. "Editorial: The War and the Drama," Nov., P. 266* 
Andrews, Charlton. "A Theatregoer's Table Talk," Nov. p. 268. 
Browne, Lewis,-Allen. "Thank God For the Player Folk," Dec*, 
p* 334* 
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lili 
Andrews, Charlton. "Plays Made in America," Jan., p. 36. 
Stires, Ernest, Rev. "The Stage and the New World," Feb*, 
p. 68. 
Henderson, Roy. "A Plea for the Soliloquy," Feb* p. 88* 
Hamilton, Clayton. "Our Uncommercial Managers," Man, p. 134. 
Seville, Hubert. "A Difference of Opinion," Man, p* 138, 
Cowl, Jane, "Sex on the Stage," Apn, p. 210. 
Seton, Harold. "Imaginary Novelties for Next Season," Apn, 
p. 212. 
Greer, Howard. "With the Argonne Players," Apn, p. 216. 
Hornblow, Arthur. "Ts the Stage Too Vulgar?" May, p. 266. 
Burnham, Charles. "Queer Superstitions of Theatre-Land," 
June, p. 356. 
Browne, Lewis, Allen, "The Past Season—A Great Success," 
July, p, 6. 
Anonymous, "What is a Good Play?" July, p. 24* 
Smith, John, Talbot, Rev, and Wilton Lackaye. "Is the Stage 
of Today Worth While?" July, p. 32. 
De Foe, Louis, "The Puritan and the Player," Aug., p. 74. 
Patterson, Ada. "The Poor Dry Drama," Aug* p, 86. 
Anonymous. "The Managers Announoe—" Sept, P* 144. 
Ranck, Edwin, Carty. "Burbanking Our Drama," Sept* p, 162, 
Matthews, Brander, "The Old Comedies," Dec, p, 362, Jan* 1920, 
p. 28. 
Coleman, Alta, May. "'The Theatre Needs Reform,' Says 
Dunsany," Dec, p. 368. 
1229. 
Hartwig, Walter. "A Plea For an English Thsatre," Jan* p. 6. 
Stratton, John, Roach, Rev. "The Trouble With the Modern 
Theatre," Feb* p. 7. 
W.W.M. "In Defense of the Player," Apr., p. 318. 
Hornblow, Arthur. "The Drama," May, p. 344. 
Hopwood, Avery. "Two Theatrical Memories," May, p. 368, 
Belasco, David. "Yesterday, To-day and To-morrow," May, p. 
378. 
Frohman, Daniel and George Broadhurst. "Has Publio Taste 
Changed?" May, p. 382, 
Thomas, Augustus. "Two Decades of American Playwriting," 
May, p. 394. 
Bernard, Sam. "Twenty Years—And More—Of Stage Laughs," 
May, p. 396. 
Pollock, Channing. "Prohibition and the Theatre," May, 
p. 400. 
Anonymous, "The Coming Show," Sept* p, 84, 
Moore, Florenoe. "Why the Naughty Laugh is the Best," Oot* 
p. 172* 
Jenks, Gsorge, C. "Prohibition Hits the Stage," Nov*, p. 256* 
Eaten, Walter, Prichard. "Why America Laoks Big Play-
wrights," Deo* p. 346* 
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Hepweed, Avery, "Is the Undraped Drama Unmoral?" Jan., p. 6, 
Anonymous. "Killing the Goose," Feb* p, 86 (about the 'road'). 
Anonymous. (A Reader for a Prominent Broadway Producer), 
"What's Wrong With Your Play?" Feb., p. 110. 
Hornblow, Arthur. "Editor's Page: Superiority of Stage to 
Movies, G.B.S., Importance of the Theatre Guild," Man, p. 
151. 
Watkins, Mary. "They Also Serr9,n Apr,, p. 252 (about stars' 
maids)• 
Anonymous. "Heard on Broadway," June, p. 392; Aug* p. 74; 
Sept, p, 141; Dec* p, 368 (monthly column of news), July, 
p. 6. 
Drinkwater, John. "Historic Figures on the Stage," June, p. 
394. 
Hornblow, Arthur. "Editorial: State Laws of Censorship of 
Movies and the Stage," Oct* p. 210. 
Anonymous. "Toledo Joins the Insurgents," Oct* p. 230. 
Matthews, Brander. "The Scons is Laid," Oct* p. 240. 
Meyer, Paul (Publisher of The Theatre). "The Saint Louis 
Municipal Theatre," Oct* p. 242, 
Hornblow, Arthur. "Editorial: Frensied Play Production," 
Deo* p. 362. 
Bird, Carol. "Soarlet Roles Objectionable to Women," Dec* 
p. 390. 
1922 
Anonymous. "Heard on Broadway," Jan* p. 10; Feb* p. §0, 
Hornblow, Arthur. "Editorial: The Red Lamp in the Theatre," 
Mar,, p, 142 (about the effeot of war, greedy cemaercial 
managers). - > -
Lengyel, Melohoir. "What is Expected of American Play-
wrights," Man, p, 170* 
MeAdoe, William, Chief Magistrate* "Shall There Be Censor-
ship of the Theatre?" Man, p. 204. 
Kidder, Edward, E. "De You Remember?" Apn, p. 240. 
(reminlsoenoes of half-a-oentury age). 
Hornblow, Arthur. "Editorial: How We May Cheok the Crime 
Wave," June, p. 350* 
Ford, James L. "How the Stage Came, to be 'Respectable'" 
June, p. 358. 
Harris, William, Fenwick. "Fashions in Play Making," Juns, 
p. 380 (about revivals of modern and Greek plays)* 
Loving, Pierre. "Renaissanee Drama Again the Vogue," June, 
p. 384* 
Hornblow, Arthur* "Editorialt Must We Have a Theatrical 
Diotater?" July, p. 6* 
Chase, Villiam, Shsafe, Canon and Channing Pellook* "Shall 
We Have Censorship of the Theatre in America?" July, 
p. 10. 
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Hornblow, Arthur. "Editorial: Enter a New Season," Sept* 
p. 134 (promise of an exceptional theatrical year). 
Anonymous. "Chautauqua System to Bring Drama Into Provinces," 
Sept* p. 194. 
Hornblow, Arthur. "Editorial: An Open Letter to Augustus 
Thomas," Oct* p. 210 (methods to improve the theatre). 
Ten Broeck, Helen. "Are the Theatre*s Troubles to End?" Oet, 
p. 220. 
Villard, Oswald, Garrison. "German Stage Running to 
Degeneracy," Oct* p. 272. 
Hornblow, Arthur. "011a Podrida: Editorial: The Way to the 
Stage," No%, p. 286 (easting procedures of broadway 
theatres; the Navy as theatrical censor). 
Hornblow, Arthur. "011a Podrida: Editorial: Mendacious 
Theatrical Advertising," Dec,, p. 359. 
923 
Hornblow, Arthur. "011a Podrida: Editorial: The Managerial 
Marathon," Jan* p. 7. 
Polleok, Channing. "Not for Pleasure Only," Mar,, p. 8. 
Hornblow, Arthur. "011a Podrida: Editorial: Must We Live 
Under Obsolete Sunday Laws?" Apr,, p. 7, 
Anonymous, "Heard on Broadway," Apr,, p. 39, 
Sisk, Robert, F. "On the Road," Apn, p. 60. 
Miles, Carlton, "Main Street Comes to Broadway," June, p, 22, 
Gillmore, Frank, "Stage Immorality and the Actor," Aug., 
p. 25. 
Wilson, B.F. and Somerset Maugham. "What 1 Think of Your 
Theatre," Aug* p. 27. 
Hornblow, Arthur. "Olla Podrida: Editorials: Return of 
Eleanora Duse, Managerial Bluff—Curtain Time, Passing of 
Franklin H. Sargent," Oct* p. 7. 
Metcalfe, James, S. "Is a Theatre Censorship Inevitable?" 
Nov., p. 9. 
Summer, John, S. (Secretary of the New York Society for the 
Suppression of Vioe), "The SWOT on the Stage," Dec, P* 9« 
Lengyel, Melehoir. "Vices and Virtues of the American 
Theatre," Dec, p. 20. 
1224 
Hornblow, Arthur. "Olla Podrida: Editorials: Bishop Manning 
I Takes a Hand, Walter Hampden's Repertoire Theatre, 
America's Tribute to Foreign Talent," Jan., p. 7. 
, Middleton, George. "What's Your Opinion of This Play—The 
Unjinjp_wn_Ledv.,» Jan, p. 24. 
; Hornblow, Arthur* "Olla Podrida: Editorials: Cold Daughts in 
\ New York Theatres; New York May Have a Municipal Theatre," 
Feb,, p. 7. 
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1924 (Continued) 
Meltser, Charles, Henry. "The Wanton On the Stage," Feb* 
p. 10. 
Hornblow, Arthur. "Olla Podrida: Editorials: The Actor as 
a Speechmaker, Why Sing Frenoh Opera in Italian? Don't 
Blame the Government Tax," Man* p. 7. 
Savage, Richard. "'What To Do Till the Milkman Comes'" Man, 
p. 12. 
Hornblow, Arthur, "Olla Podrida: Editorials: Woodrow Wilson 
and the Theatre, The Shakespearean Record, Change the 
Matinee Time to 2 instead of 2:30," Apn, p. 7. 
Seldes, Gilbert. "Bunk and Hokum on the Stage," May, p. 10. 
Bennett, Richard. "What's Wrong With the Theatre?" May, p. 12, 
Hornblow, Arthur. "Olla Podrida: Editorials: Bad Case of 
Movie Actoritis, Attack on Proscenium Theatre Box, 
Americans at the Met," June, p. 7. 
Lewisohn, Ludwig. "Honesty in the Theatre," June, p. 10. 
Hampden, Walter. "Wanted—A Leader in Our Theatre," July, 
p. 9. 
Seldes, Gilbert. "Looking Back at the Princess Shows," July, 
p. 10. 
Hornblow, Arthur. "Olla Podrida: Editorials: A New Play by 
What's His Name, Physical Discomfort in the Theatre," Aug* 
p. 7, 
Jones, Henry, Arthur, "Beware of Ideas I" Sept* p. 9, 
O'Neal, George. "Art in 'The Open Spaces'" Sept* p. 22. 
Hornblow, Arthur. "Olla Podrida: Editorials: Wanted: A 
Shakespeare Theatre, Marie Corelli Bars the Player from 
Participating in Her Will, Spare us the Algonquin 
Comedian," Oct* p. 7. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
A Dearth of Native Actors, How Many 'Greatest* American 
Dramas, A New Opera House," Nov* p. 7. 
Shawn, Ted. "Is Nudity Salacious?" Nov., p. 12. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
In Advanoe of Mr. Sheridan, Away with the 'Pass-Out 
Check', Theatre Squares Nightly Traffio Orgy," Dec, P. 7. 
Ford, James, L. "Ideas Vs. Bricks and Money," Deo* p. 9. 
1225. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Critios and Critoaaters, A Disgraceful Exhibition," Jan* 
p. 7. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
The Theatre Guild and Its Actors, The Board of Health 
Should Take Action," Feb* p. 7, 
Anonymous. "Brander Matthews' Dramatic Museum at Columbia 
University," Feb*, p. 11. 
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1925 (Continued) 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Will Radio Hurt the Theatre?, Discourtesy in the Box 
Offloe," Man, p. 7. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Smoking in Crowded Theatres, Trying Plays on the Dog, 
What's Wrong With the Two-a-Day," Apn, p. 7. 
Langner, Lawrence. "The Obscene Theatre," May, p. 25. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorial: 
Better the Blue Pencil Than the Padlock," June, p. 7. 
Weaver, John, V.A. "The American Language Play," June, p. 12. 
Langner, Lawrence. "Pity the Poor Play Jury!" June, p. 18, 
Meltser, Charles, Henry, "The New Note in Italy's Theatre," 
June, p. 20, 
Burnham, Charles. "Stage Indecency—Then and Now," Sept, p. 
16. 
Dean, Basil. "London Producer Lauds Our Theatre," Oct* p. 9. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
England Points the Way, Broadway's Play Producing Game," 
Oct* p. 7; 
Boyd, Ernest,. "The Compleat Theatre-Goer," Oot* p. 10. 
Hornblow, Arthur, "The Editor's Uneasy Chair: Editorials: 
All for a Great Love of Art, To Test the Theatre Tieket 
Law," Nov*, p. 7. 
Goodrich, Marc. "A Study in Scurrility," Nov,, p. 24. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Managers Who Do Not Manage, Theatrical Funeral Parlors, 
Every Man His Own Dramatic Critic," Dec, p. 7. 
Seldes, Gilbert. "The Perfect Theatre," Dec, p. 10. 
1926 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
The Guilders Should Watch Their Step, Usher—The Throat 
Spray, Please, Good Wine Needs No Bush, The O'Neill 
and Belasoo Rapprochement," Jan, p. 5. 
Liverright, Horace. "Persistent Playwright," Jan* p. 18. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Theatre Speculator Must Go, G.B.S. In an Altruistic Mood," 
Feb*, p, 7, 
Gabriel, Gilbert. "Free Speeoh and Prim Print," Feb* p, 9, 
Ervine, St. John. "Our Playwrights as Europe Sees them," 
Feb, p, 12* 
Seldes, Gilbert, "X Plus the Square Root of Y Times Z Equals 
a Play," Man* p. 10. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Sunday Performances in New York, Mobbing the Theatre 
Audienoes," Apn, p. 7. 
Redding, H. C. "Culture Huns in J op1in," Apn, p. 10, 
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1926 (Continued) 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials; 
The Play Scavengers Still Ply Their Dirty Trade, Churoh 
Activity of Actor's Equity," May, p. 7. 
Redding, H. E. "Whitewashing Sadie Thompson," May, p. 10. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Lunatic Drama, No Csars Need Apply—, Vehicles in the 
Theatre Zone," June, p. 7. 
Dodd, Loring, Holmes, "The Theatre Repeats Itself," June, 
p. 31, 
Hornblow, Arthur, "The Editor's Uneasy Chair: Editorials: 
Mayor Walker and the Night Cabaret, American Doughboys in 
France, Pulitser Prize Awards," July, p. 7, 
Ceburn, Charles, "Our Theatre Fighting For Its Life," July, 
p, 9. 
Anonymous. "Is Anything Wrong With Our Theatre?" July, p. 18. 
(letters from Rev. John Haynes Holmes, Mrs. George Bellows 
and John S. Sumner); Aug., p. .32 (William McAdoo, Lillian 
Wald, Charles S. Chadwick and Peggy Burnham). 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials; 
Play Juries and the Village Pump, Shall the Movie Censor-
ship be Abolished?" Aug* p. 7. 
Hornblow, Arthur. "The Editor*s Uneasy Chair: Editorials: 
Giving the Publio What It Wants, League of Nations' 
Fifteenth Point," Sept* p. 7, 
Redding, H.E. "Yo Ho! And a Glass of Ioe Water," Sept* p. 24. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Save Us From Our Friends, Getting Value for One's Money, 
Hurrah! the Midnight Opening," Oct* p. 7. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Jass Receives a Solar Plexus, What is Sauce for the 
Goose—," Nov,, p. 7. 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
See the Poor Player Well Bestowed, They Say It With 
Flowers," Dec* p. 7* 
1221 
Hornblow, Arthur, "The Editor's Uneasy Chair: Editorials: 
The Play Jury Farce, Authors Create and Aotors Interpret," 
Jan* p. 7, 
Gabriel, Gilbert, "»I Want, Your Frank Opinion—'" Jan*, p. 9. 
Coward, Noel. "The Truth About Us Moderns," Jan, p. 10. 
Austin, Fred. "Popping up the Program," Jan* p. 22. 
Hornblow, Arthur. "The Editor's Uneasy Chain Editorialsi 
A National Theatre for Italy, Midnight Performanoes for 
the Elect, Scatter the Theatres Over the City," Feb* p. 7. 
Burton, Riehard. "You Get the Plays You Call For!" Feb* p. 9, 
Walker, James, J. Hon. "Play-Producers Are the Trustees of 
the Theatre's Morals," Man, p. 5. 
V 
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1927 (Continued) 
Golden, John* "The Decadent Stage—Clean It or Kill It," 
Man, p. 7. 
Maxwell, Perriton. "The Editor Says: Why Compare the Stage 
With the Screen?" Mar.* P* 16. 
Stailings, Laurence and E. H, Sothern. "Two Opposing Views 
of the Theatre," Apn, p. 5. 
Vanderbilt, Cornelius, Jr. "Do the Socially Elect Make a 
Play Successful?" Apn, p. 14. 
Maxwell, Perriton. "The Editor Says: American Theatre 5 
Years Hence," Apn, p. 16, 
Mack, Willard. "The New Realism of the Stage," Apn, p. 21. 
Ford, John, Hon. (Justice of the Supreme Court of New York). 
"Indecent Plays and the Law," Apn, p. 23. 
Fricken, Roi, Henri. "Stage Censorship—Past, Present and 
Future," Part I, May, p. 7; Part II, June, p. 20; Part III, 
July, p. 21. 
Shipaan, Samuel. "The Persistence of the Crook Play," May, 
p. 14. 
De-Casseres, Benjamin. "The Future Drama: Grotesque and 
Satanic," May, p. ,16. 
Heisley, Wayne. "Two Theatre Fables—One With a Moral," June, 
p. 18. 
Clarke, Criehton. "A Philosopher Looks at the Playsmiths," 
July, p. 16. 
Anderson, John. "The Press-Table on Broadway's Olympus," 
July, p. 28. 
Anonymous. "What Makes a Play Great?" Aug* p. 7 (comments 
by Vaohel Lindsay, Joseph Hergesheimer, Theodore Dreiser, 
Owen Wistor, Jesse Lyneh Williams, Clayton Hamilton). 
Skelsky, Sidney. "Right Ycu Are if You Think You Are," Aug,, 
p. 8. 
Andersen, John. "The New Drama of Creeps and Chills," Aug* 
p. 14. 
Maxwell, Perriton. "The Editor Saysi Tickets Scandals of 
1927, Cutting Down Expenses to Make Better Pictures," Aug* 
p. 22* 
De Casseres, Benjamin. "The Debasement of Crime, Sex and 
Money in Current Drama," Sept* p. 16. 
Barker, Albert, "Whassamatter With the Theatre?" Oot* p. 18* 
Maxwell, Perriton. "The Editor Says: Wanted: a Big Man in 
the Theatre," Oct* p. 30. 
Cowl, Jane. "An S.O.S. for the Theatre," No*, p. 11, 
Maxwell, Perriton, "The Editor Says: Little Theatre Grows 
Up, Elements of a Great Play," Nov,, p. 38. 
Andersen, John. "'The Action Takes Plaoe— •" Nov,, p, 44. 
Marquis, Den* "America's Liberated Theatre," Deo* p. 15. 
Smith, Alfred B. and Theodore Roosevelt. "Two Figures of 
National Note Laud the Theatre," Deo* p. 17. 
De Casseres, Benjamin. "'Nothing Sheoks Me'—and Why?" Dec* 
P* 21. 
Gumberiner, Paul. "Behold This Drama," Dec* p. 25. 
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Maxwell, Perriton, "The Editor Says: What is ths Theatre, 
Nudity on the Stage, Church and Drama Association," p. 46, 
122g 
Depew, Chaunoey, Hon. "The Drama Improves Humankind," Jan* 
p, 15. 
Starr, Frances. "The Theatre Will Not Perish," Jan* p. 17, 
Maxwell, Perriton. "Editorial: Another Opinion of the Perfect 
Play, Why Literary Critics Condemn the Drama," Jan* p. 46. 
Browdy, Louis, N. "The Drama Returns to the Provinces," Jan* 
p. 49. 
Maxwell, Perriton, "New Era of Prosperity for the Theatre," 
Feb., p, 7. 
Van Dyke, Henry. "The Crux of Dramatic Art," Feb., p. 9, 
Davis, James, J. (Secretary of Labor). "The Stage is Ready 
for a Great New Era," Feb* p. 11. 
Maxwell, Perriton. "Editorials: Theatre Ticket Tax, Dramatic 
Doctors in Consultation," Feb* p. 44. 
Manning, William, T. Bishop. "Power of the Theatre for Good," 
Man, p. 15. 
Cohan, George, M, "Why American Plays Succeed in London," Man, 
p. 17. 
Vanderbilt, Cornelius, Jr. "Is the 'Happy Ending* Played 
Out?" Mar* p. 31. 
Maxwell, Perriton. "Editorials: Wanted a Theatre for Youth," 
Man, p. 48. 
Schwab, Charles, M. "Institutional is the Drama as an 
Educator," Apn, p. 15. 
Pollock, Channing. "What is 'Sophisticated' Drama?" Apn, 
p. 17. 
Maxwell, Perriton. "Editorials: Mrs. Dane Needs No Defense 
Today," Apn, p. 48. 
Anonymous. "Idealism in the Theatre," May, p. 7. 
Aemed Abdullah. "Pig Squeals and ths Drama," May, p. 9. 
Sumner, John, S. "Padlook Drama," May, p. 11. 
Kisfer, Edmund, J. "More Ade About the 'Happy Ending'" May, 
p. 23. 
Maxwell, Perriton. "Editorials: Play Censors and Censorship, 
Nature and the Cracked Mirror," May, p. 34. 
Barton, Bruee. "Wanted: A Bull Fighter," June, p. 5. 
Broun, Heywoud. "The Keys of the City Censors," June, p. 7. 
DeCaaseres, Benjamin. "Swatting the Sophisticooties," June, 
p. 10. 
By One Who Has Just Done It. "Getting a Play on Broadway," 
June, p. 12. 
Jones, Nard. "Down the Ages in the Theatre," June, p. 15; 
No. II, July, p. 36; No. Ill, Aug* p. 36. 
General 313 
1928 (Continued) 
Meltser, Charles, Henry. "The Theatre and Its Missing 
\ Orchestra," June, p. 17. 
Dunsany, Lord. "Good Plays and Bad—Why?" July, p. 7. 
De Casseres, Benjamin, "Smash the Panders and Smuthounds," 
July, p. 12. 
Adleman, Rose. "The Theatre: A Chronic Illusion," July, 
p. 15. 
Maxwell, Perriton. "Editorials: What of the Theatre's 
Future?" July, p. 30. 
Ousler, Fulton. "Why I Don't Like to Write Plays," Aug., p. 5. 
De Casseres, Benjamin. "Has the Drama Gone Sissy?" Aug., p, 7, 
Hood, Charles, Newton, "Running a One-Night Stand in the 
Sticks," Aug., p. 15, 
Neuman, Franklin. "A Theatre Festival Month," Aug., p, 18, 
Phillips, Henry, Albert. "Hungary's Impress on World Theatre," 
Aug,, p. 20. 
Maxwell, Perriton. "Editorials: Selling the Theatre Habit in 
America," Aug., p. 30. 
Maxwell, Perriton. "Editorial: The Editor Surveys the Past 
Season," Aug., p. 38. 
Butler, Ellis, Parker. "The Theatre, Yesterday, Today and 
Tomorrow," Sept,, p. 11, 
Bradish, C. R, "The Bunk of Old England," Sept., p. 21, 
Maxwell, Perriton, "Editorial: The Drama's Need of Business," 
Sept., p,33, 
Eaton, Walter, Prichard. "The Theatre as a Civilising Force," 
Sept,, p. 48, 
Ames, Winthrop, "The New Freedom of the Stage," Oct., p. 17, 
De Casseres, Benjamin, "Crime on the Stage Comes of Age," 
Oct , p. 22, 
Howard, Tom, "Fifty Cent Audiences and Those at the Six Dollar 
Revues Are Pretty Much the Same," Oct., p. 28. 
Maxwell, Perriton. "Editorial: Play Producers Discuss the 
Talkies," Oct*, p. 36. 
Blake, William, Dorsey, "Stray Shots at the Sissy Theme," 
Oct,, p. 52. 
Maxwell, Perriton. "Editorial: What is Needed to Keep the 
Theatre Alive," Nov., p. 13. 
Diegre, Leonard. "The Drama Returns to St. Paul," Nov., p. 18. 
Carroll, Albert. "A New Play Opens," Nov*, p. 28. 
Eaton, Walter, Prichard. "The Theatre Has Forgotten 
Christmas," Dec-, p. 16. 
De Casseres, Benjamin. "The Flood of 'Inside Stuff" Dec, 
P. 20. 
Beecher, Janet. "New Motherhood and the Old in the Theatre," 
Dec, p. 22. 
Maxwell, Perriton. "Editorial: Old Art in a New France," 
Dec* p. 42 
Elmore, Clyde. "More About 'The Perfect Play'" Dec, p. 60* 
P. E. "An Actor Hits Back at an Artist," Dec, p. 74. 
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1922 
De Casseres, Benjamin, "The Undramatic Poor—On the Stage," 
Jan* p, 20. 
Bradish, C. R. "The American Theatre Conquers Australia," 
Jan., p. 22. 
Maxwell, Perriton. "Editorial: Your Uncle Sam Has Never 
Heard of Broadway," Jam, p. 42* 
Anderson, John, Murray* "The Theatre Should Mean Beauty, 
Charm and Novelty," Feb* p. 17. 
Krutch, Joseph, Wood. "Our Hard-Boiled Plays," Feb* p, 19, 
Dunning, Philip. "The Public Be-Pleased!" Feb., p. 20. 
De Casseres, Benjamin. "America Discovers Sex," Feb* p. 24. 
Hull, Henry. "Silence is the Most Effective Censorship," 
Feb, p. 35. 
Ervine, St. John. "The Theatre is Perishing!" Man, p. 19. 
The Editor. "The Theatre Will Live Forever!" Man, p. 20. 
De Casseres, Benjamin. "The Machine-Shop Moves to the Stage," 
Max*wp, 24. 
Strong, Austin. "The Theatre of the Mind," Man, p. 26. 
Maxwell, Perriton. "Editorial: A New Light in the Great 
White Way," Man, p. 45. 
Hernden, Riohard. "The Aaerioan Theatre Is At Its Zenith," 
Apn, p. 13. 
De Casseres, Benjamin. "Plays Die, But—Drama Neverl" Apr., 
p. 20. 
Emmons, Earl, H. "Stop, Look and Listen, Mr, Manager!" Apn, 
p. 29, 
Maxwell, Perriton. "Editorial: Women, A Scribe *nd The 
Theatre Today," Apn, p. 37, 
Wood, Philip. "What Is 'Good Theatre'?" Apn. p. 39. 
O'Connor, Eileen. "Women's Theatre Clubs and Their Power," 
Apn. p. 42. 
Brady, William, A. "Today's Theatre Should Profit by Its 
Past Glories," May, p. 13. 
Yurka, Blanche. "Speed Mania The Curse of Modern Production," 
May, p. 20. 
De Casseres, Benjamin. "The Ravaging Bucolic 'It'" May, 
p. 24. 
Eisenberg, Emmanuel. "The Fascination of the Monologue," 
May, p. 30. 
Throckmorton, Clean, "Putting Hobeken en the Theatrioal 
Map," May, p. 33, 
Maxwell, Perriton, "Editorial: Crashing the Stage Door," 
May, p. 39. 
Tyler, George, C. "The Theatre's Greatest Need," June, p. 11. 
Rinehart, Mary, Roberts. "Passing the Theatrical Buck," 
June, p. 13. 
Lenard, C, A, "Dramatising New York's Notorious 'Black Belt," 
June, p. 22. 
De Casseres, Benjamin. "Is the Stage a Mirror or a Pulpit?" 
June, p. 27. 
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1929 (Continued) 
Maxwell, Perriton. "Drama Dead As—the Sunrise," June, p. 40. 
Woods, A. H. "The 'Perishing Theatre' is Sheer TommyrotI" 
July, p. 9. 
Baoen, Josephine, Dasoom. "Picking the Moral Plum From the 
Dramatic Pie," July, p. 11. 
De Casseres, Benjamin. "Does Stage Realism Really Reflect 
Life?" July, p. 14. 
Mann, Louis. "In Defense of Revivals," July, p. 19. 
Maxwell, Perriton. "At the Turn of the Road," July, p. 30. 
Ziegfeld, Florenz. "'My Faith in the Legitimate Theatre'" 
Aug* p. 9. 
Magrauth, Joseph and Theodore Lesser. "What Every Playwright 
Should Know," Aug* p. 11, 
De Casseres, Benjamin. "Shall We Open Our Theatres on 
Sunday?" Aug* p. 16, 
Maxwell, Perriton, "Editorial: Don't Worry About the Theatre's 
Future," Aug* p. 30, 
Maxwell, Perriton, "The Editor Looks at the Bygone Season," 
Aug* p, 41. 
Cowl, Jane. "'With Sound Effects'", Sept* p, 12. 
Shinkman, Paul. "London to New York—By Uneasy Stages," Sept* 
p. 19. 
De Casseres, Benjamin. "'Too Heavy for Summer Weather'" Sept* 
p. 30, 
Philips, Henry, Albert, "American Plays in the Export Market," 
Sept* p. 37. 
Barnes, Howard, "Laughing at Ourselves," Oct* p. 19, 
The Editor, "Sunny Side Up," Nov., p. 20. 
Harvey, Jackson. "Alarums!" Nov„ p. 34. 
The Editor, "And How About the Season?" Dec* p. 17. 
Shinkman, Paul. "Speed it Up, Slow It Down, or Take It Off," 
Deo* p. 23. 
Harvey, Jackson. "It Is To Laugh," Deo* p. 33. 
Wood, Philip. "There's Youth Behind Those Footlights," Deo* 
p. 38. 
1930 
aaaaaiianBBBBBBBaa* 
Coulom, Robert, "So This is America," Jan* p, 39, 
Anderson, John. "Marching As to War," Man, P* 18. 
Kaye, Joseph. "Drama Under the Big Top," Man, p. 31. 
Beach, Stewart. "Editorial: Israel Re-Created," Apn, p. 15. 
Andersen, John. "And This is Realism," Apn, p. 18. 
Anonymous. "The Mood of the Orient," Apr* p. 20 (anti-
realism). 
Meyer, Louis. "Good-bye to an Era," Apn, p. 36 (the palmy 
days of the drama at the Knickerbocker and Casino 
Theatres). 
Beach, Stewart. "Editorial: But That's Not America," May, 
p. 15. 
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1930 (Continued) 
Barnes, Howard. "Hands Across the Season," May, p. 18. 
Anonymous. "A Soap Box for Rent," May, p. 24 (lack of an 
American Shaw). 
Eisenberg, Emanuel. "From the Front Page," May, p. 31 
(about realism in Th* i"* Mile.. 
Anonymous* "Backstage And a Bit Beyond," May, p. 38 (about 
the Pinto Bros who paint backstage life). 
Beaoh, Stewart, "Editorial: What of the Nights?" Juns, p. 13 
(about the season's successes). 
Anonymous. "No More Gunmen," June, p. 16 (an attack on realism 
in crime plays). 
Howard, Leslie. "Presenting the Impossible," June, p. 38 ,, 
(realism). 
Anonymous. "The Ladies Have a Play," June, p. 41 (Friends of 
the Drama Association). 
Beaoh, Stewart. "Editorial: We'll Show you the Road!" July, 
p. 13 (a plan for reviving the road). 
Sand, John. "Soldier and Sailor, Tool" July, p. 30, 
Higley, Philo. "Half of Them Don't Repeat," Aua-Sept* p. 15, 
Anonymous, "Drama For the Youngest Sst," Aug-Sept* p. 40 
(Adrienne Morrison's Children Players). 
Vandamm, "The Summer Theatres," Aug.-Sept* p. 44. 
Beaoh, Stewart. "Editorial: Where Angels Ought to Tread," 
Oot, p. 13 (about efficacy of doing revivals). 
Harris, Paul. "So You're Thinking of Broadway Nights," Oct, 
p. 14. 
Traube, Shepard. "Of Course There are Plenty of Plays," Oct, 
. p.,40, 
Beal, George, Brinton, "You Can't Do That in Boston," Oet* 
p, 45, 
Beach, Stewart. "Editorial: English Plays and Bad American 
Habits," Nov* p. 13. 
Morand, Paul. "What America Has for France's Stage," Dee* 
p. 22, 
1931 
Beaoh, Stewart. "Editorial: Strike Up the Band," Jan* p. 13 
(an attaok on realism). 
Dale, Charles. "What This Country Needs—" Jan* p. 14 (about 
playwriting). 
Melledge, Cecil, Mrs. "The Ladies Dissent," Jan* p. 44 
(Frisnds of the Drama Association). 
Beach, Stewart. "Editorial: Sweet Land of Diversity," Feb* 
p. 13 (praise for the current season). 
Beaoh, Stewart. "Editorial: We Stoop to Censor," Mar* p. 13 
(attack en censorship). 
Barnes, Howard. "There's Nothing Much Wrong With Business," 
Man, p. 15* 
Hopkins, Charles. "From Picadilly to Broadway," Man, p. 18, 
' ' -'"" V, '- ?f»«g 
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1931 (Continued) 
Anderson, John. "Our Drama Sees It In the Papers," Apn, 
p, 14 (about realism). 
4' 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH THE ENDOWED THEATRE 
1901 
The Editor. "An Endowed Theatre," June, p. 10. 
Fry, Horace, B. "The Endowed Theatre," July, p. 12, 
Laokaye, Wilton. "Endowed Theatre and the Actor," Aug* p. 13. 
Ayres, Alfred. "Players and Playgoers," Aug., p. 16, 
Anonymous. "The Manhattan Stock Company," Sept, p. 10. 
Saltus, Edgar. "Our American Dramatists an Apology," Nov,, p. 
14. 
Riddle, George, "Good English on the Stage," Nov,, p. 17* 
Masterson, Kate. "Chats With Players, No. 1, John Drew," Dee* 
p. 17. 
1902 
The Editor. "The Endowed Theatre Projeet Statement by Mr. 
Carnegie," Jan* p. 9. 
Gorin, Bernard. "The Yiddish Theatre in New York," Jan, p, 16, 
De Wagstaffe, William. "Chats With Players, No. 3, E. S* 
Wllliard," Feb* p. 13. 
Mawson, Harry, P. "The German Theatre in New York," Man, p. 
18. 
The Editor. "Shall New York Have an Endowed Theatre?" May, 
p. 16. 
DeWagstaffe, William. "A Latter-Day Cavalier, Being a Bri,ef 
Parley With Kyrle Bellew, Chat* With Players, No. 7," 
June, p. 10. 
The Editor. "The Endowed Theatre," June, p. 23. 
H.T. (Henry Tyrrell?) "Little Italy's Great Aotor," June, p. 
25. 
Ayres, Alfred. "The Stageeraft of Augustin Daly," Dec* p. 26* 
Ignetus, "Charles Frohman—Manager," Deo* p, 29* 
1203. 
Clarke, Joseph, I.C. "Start At Once en the National Theatre," 
Feb* p. 35, 
Mawson, Harry, P. "Revival of the Stock Company," Feb* p. 38* 
Lancaster, A, E, "A.M. Palmer and the Union Square Theatre," 
Man, P* 62, 
The Editor. "First Step Toward a National Theatre," Man, p. 
74. 
Tyrrell, Henry. "A Repertory For an Endowed Theatre," Man, 
p. 76. 
The Editor. "The National Art Theatre," May, p. 114* 
The Editor. "National Art Theatre." June, p. 153* 
Tyrrell, Henry* "The Theatre of New York's Chinatown," July, 
p. 170. 
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1903 (Continued) 
Lenormant, Edouard. "Managerial Idiosyncrasies," Sept, p. 
214. 
Anonymous* "Bostenians for a National Art Theatre," Sept, 
p, 216* 
Huret* Jules. "A French View of our Stage," Sept* p* 217. 
Tyrrell, Henry. "The Paris Conservatoire," Deo*, p. 308. 
1904 
Tyrrell, Henry. "America's Foremost Remantio Actor, An 
Interview with Otis Skinner, Chats With Players No, 23," 
Jan* p. 8. 
Anonymous. "National Art Theatre Soeiety," Man, p. x, 
A.H* (Arthur Hornblow?)* "Mr. Carnegie and the Endowed 
Theatre," Apn, P* 87. 
Straehey, Lionel. "Do Audiences Demand Happy Endings?" Apr*, 
Py 88, 
Glaretie, Jules, "The Glory of the Comedie Frannaise," Apr*, 
p. 96. » 
Anonymous* "Andrew the Croesus and David the Singer," June, 
p. ix. 
Anonymous* "Brewing of the Tempest in New York's Ghetto," 
Aug., p. 206. 
Straehey, Lionel. "Theatrioitis," Sept, p. 224. 
Anonymous. "Our Leading Theatre Managers," Sept* p. 226, 
Anonymous. "Minnesota Leads the Way," Nov., p. vi. 
Tyrrell, Henry. "World-Dramatists of To-Day," Pec* p. 299* 
A.H. (Arthur Hornblow?), "American Dramatists Honor George 
Ade at Delmonioo's," Deo* p, 322, 
iiPJ. 
Anonymous* "The Progressive Stage Soeiety," Jan* p* xiii* 
Anonymous* "Albert A. Palmer—A Personal Tribute," Apn* 
p, 101. 
Coward, Edward, Fales. "Theatre Managers as Prophets," May, 
p. 114* 
Hall, Margaret. "Personal Recollections of Augustin Da}.y," 
June, p. 150; July, p. 174; Aug* p* 188; Sept* p* 213, 
Anonymous* "New York City to Have a Repertoire Theatre," 
Deo* p. 294* 
de Casssres, Benjamin, "Encorities: A Pretest," Dee* p* 303, 
190$. 
X.Y.Z, (Arthur Hornblow?). "Mr. Conried and the Prepesed 
Repertoire Theatre," Jan* p, 7* 
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1906 (Continued) 
Anonymous. "Endowed Theatre in New York Now Assured," Mar., 
p. 61. 
Anonymous. "Is Mr* Mansfield To Direct the 'New Theatre'" 
Apr* p. 88. 
Pattou, Edith, Siting. "The Mother of Endowed) Playhouses: The 
Historic Weimar Theatre And Its Servioes to Dramatio Art," 
May, p. 124. 
Frame, Virginia. "The Marionette Shows of Little Italy," 
July, p. 175. 
Hillhouoe, Lewis, J. "Riohard Mansfield—His Hopes and Dis-
appointments, Chats with Players, No. 48," July, p. 190. 
Pierce, L, France. "Chicago To Have Two Subsidised Play-
houses," July, p. 194. 
Anonymous. "New Theatre And Some Old Ones," Aug* p. 202, 
Anonymous, "Play Contest In Chioago," Sept* p. xi (about New 
Theatre Association of Chicago). 
19£7 
Mapes, Victor. "An Art Theatre in Operation," Aug* p. 202, 
Savage, Riehard. "Who Will Be Director of the 'New Theatre??" 
Sept* p. 235. 
X.X. "American Stage in Danger, Says William Winter," Oct* 
p. 268. 
Meltser, Charles, H. "The German Theatre and Its New Manager," 
Non, p. 311 (about Heinrioh Conried), 
Frohman, Charles. "Why Seme of Our Dramatists Fail," Dec* 
p. 324. 
12PJ2 
Pierce, Lucy, France. "The Only Colored Stock Theatre in 
America," Jan, p. 27. 
Steele, Willis. "The Passing of the Madison Square Theatre," 
Feb* p. 44. 
Schrader, Frederick, F. "Is the Leading Man the Leading Man?" 
Man, P. 81. 
Meltser, Charles, Henry. "The Ideal and the Real 'New 
Theatre'" Apn, p. 92. 
Pierce, L. France, "Chicago Theatre Entirely Controlled by 
Priests," May, p* 126. 
The Editor. "The New Theatre Plans," May, p. xiii (reprint 
from New York Times). 
Conward, Edward, Fales. "The Palmy Days of the Drama*" July, 
p. 196. 
Komisarshevsky, M. "Russian Actrsss On Our Drama," July, 
p. vii. 
Pieroe, L. France. "An Art Theatre in Suocessful Operation," 
Aug* p. 214, 
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1908 (Continued) 
Keenan, Frank. "Aotors and Puppets," Aug* p. 221, 
Anonymous, "The New Theatre," Sept, p. xii. 
X.Y.Z, "The German Stage in New York," Nov,, p, 289, 
X.X, "Mme. Kalich Deplores Low Theatrioal Standards," Nov,, 
p. 306. 
1909 
Villars, Paul, "England To Build a National Theatre," Apn, 
p. 111, 
The Editor. "Charles Frohman To Try a Repertoire Theatre," 
June, p. 175. 
Steele, Willis. "Where Are Our Great Actors?" June, p. 199, 
Anonymous, "Heinrich Conried Dead," June, p. vi. 
Anonymous. "The Passing of the Manhattan Theatre," July, 
p. 28. 
Anonymous. "New Theatre Boxholders," July, p. vi. 
Coward, E.F, "The New Theatre and Its Problems," Aug* p, 58, 
Anonymous, "The New Theatre. Who's Who?" Oct* p. viii. 
Anonymous. "Plans for the New Theatre," Oot, p xv. 
Anonymous. "Who** Who Among the New Theatre Players," New, 
p. 144. 
Anonymous. "The New Theatre," Deo* p. 194. 
1910 
Carlisle, Henry, Wilson. "Where Dream-Worlds Become Pseudo 
Realities," Feb* p. 49 (scenery for the New Theatre). 
Anonymous• "Revival of the School For Scandal at the New 
Theatre," Feb., p. 62. 
Anonymous* "A Theatre Director at Work," Feb* p. vi (about 
Winthrop Ames, a reprint from the New York T^mes). 
Wallack, Arthur. "Memorial of Lester Wallack," July, p* 6* 
Anonymous. "The Results of the New Theatre's First Ssason," 
July, p, 26. 
Mawson, Harry* "New York Zionists Perform in Ancient Hebrew," 
Aug* p. 49. 
Taloherkar, H. A. "The Drama in India," Sept* p. 90. 
1911 
X.Y.Z. "The New Theatre and Some of Its Problems," Feb* p. 38. 
Anonymous. "Teas at the New Theatre," F.eb*, p. ix. 
Grau, Robert. "The Golden Era of the Stage," Apn* P* 135, 
Anonymous, "New Theatre to Move," Apn, p, xiv, 
X.Y.Z. "Moralities at the New Theatre," May, p. 175, 
Anonymous, "The New Theatre—Its Past and Its Future," June, 
p. 190. 
bt ifr«.- ' < * £ A . «1i"r -rt'iOi*!.. " 
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1911 (Continued) 
Mawson, Harry, P. "Selecting a Cast," Aug., p, 42. 
Austin, W. W. "The American Stage of a Generation Ago," Aug., 
p. 64. 
1912 
Dodge, Wendell, P. "A Busy Day With Charles Frohman," Sept* 
p. 89. 
1915 
A. P. (Ada Patterson?), "America's Largest Music Hall," No*, 
p. 229. 
1212 
Anglin, Margaret, "What Santa Ought To Put In Our Stockings," 
Dec* p. 352. 
121Z 
Anonymous. "America's First National Theatre Opens in 
Washington," July, p. 9. 
19J8 
Patterson, Ada. "A Woman With Millions and a Life Aim," June, 
p. 364. (about Mrs. Christian Hemmick), ; 
Ranck, Edwin, Carty. "New Vs. Old Drama," June, p, 368, 
1919 
Hornblow, Arthur, "Is the Stage Too Vulgar?" May, p, 266* 
Corbin, John. "Dees Society Shun High Art?" June, p, 334* 
1221 
Hornblow, Arthur, "Olla Podridat Editorial; Is This the 
Premised National Theatre?" Man, p. 7. 
DuBois, W.E. Burghardt. "Can the Negro Save the Drama?" 
July, p. 12. 
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1926 
L'Hemme Qui Salt, "Heard on Broadway," Deo* p, 34, 
1221 
Maxwell, Perriton. "Editorial: This Business of Art in the 
Theatre," Jan* p. 13. 
Sothern, E. H. "When I was a Scene-Painter," July, p. 32, 
(mainly about the need for training bf Shakespearean 
actors). 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH THE 
FOREIGN THEATRE IN GENERAL 
12£2 
Moffett, Cleveland, "Celebrities of the Paris Stage—Mme. 
Segond-Weber," May, p. 13. 
Marburg, Guide and Shirley M. Crawford. "The Million Dollar 
Theatres of Central Ameriea," Aug* p. 14. 
liPJ. 
Stewart, Burton, "Celebrities of the Paris Stage—Andre 
Antoine—The Man Who Revolutionised the Modern Theatre," 
Feb* p. 47, 
R.S.W. "The Chatelaine," Feb* p. 49. 
1904 
Delgade, F. P. "The Famous Open Air Theatres of France," 
June, p. 153. 
Noguohi, Yone, "Theatre and Theatre-Going in Japan," July, 
p. 167. 
Gerin, Bernard. "The National Drama of Russia," Aug* p* 203, 
Tyrrell, Henry. "The Pastoral Plays of the Basque Shepherds," 
Sept, p. 219, 
Serrano, Fernando, "The Theatre in Spain," Oct, p. 259. 
Lanston, Aubrey, "London Stage in Sheridan's Day," Deo* p. 
317. 
Noguohi, Yene. "The Geisha Girl of Japan," Jan* p . 20, 
1907 
White look, William, Wallace. "The Most Remarkable Theatre in 
the World," July, p. 297 (about The Reman Arena). 
Matsui, Shoyo. "To Adept Western Methods on Japan's Stage," 
Sept* p. 250. 
Jenks, George, C. "The Theatres of London," Jan* p. IS, 
E. L. (Elise Lathrop?). "A Unique Theatre," Sept, p. 242 
(about Vineensa's Theatre Olympico). 
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1222. 
Anonymous, "New Successes en the Paris Stage," May, p. 140. 
L.M.D. "Sehi l ler's William Tell as Played at Altdorf," Oet* 
p. 282* 
1§10 
Sehell, Sherrll.;' "Plays and Playhouses of Mexico," Jan* p. 31 
Noguohi, Tone. <• "Ibsen Acted in Japan by Japanese Players," 
May, p. 82. 
Hartley, Randolph* "Goethe's Faust Acted at Home," June, 
p. 190, 
Taloherkar, H, A, "The Drama in India," Sept* p, 90, 
1211 
Petronius, "European Supplement," Feb* p, 65, 
Anonymous. "The Most Beautiful Theatre in the World," June 
p. 206* 
Freund, Frank, B* Washburn, "The Meiningen Players in an 
American Play," July, p. 24. 
Steele, Willis. "Summer Nights in London." Aug* p. 62* 
lili 
Johnston, William. "The Out-Door Play at Skansen," Feb* 
p. 66, 
Kitchen, Karl, K. "The Theatres of Havana," Aug, p. 40* 
193.3 
C,I,D. "Oedipus Acted in the Ruins of a Roman Amphitheatre," 
July, p. 21* 
1911 
Fay, Frances, F. "Jules Claretie and ths Theatre Fraaoais," 
Feb* p. 72* » 
Kitchen, Karl, K* "The Theatres of Vienna," June, p. 305* 
Lege, Mars* "Andre Anteine and the Theatre Libre," Oot* 
p. 178. 
1915 
Grecnwall. Harry, J* "Paris Theatres Reopening," Aug* p. 75* 
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1915 (Continued) 
Bell, Archie. "A Theatre Carved From the Solid Rook," Oot* 
p. 189. (about the Petra Theatre in the Arabian Desert), 
1917 
House, Roy Temple, "Brussels' Theatres in War Time," Man, 
p, 162. 
1918 
Ranck, Edwin, Carty. "The Most Unique Theatre in the World," 
Aug* p. 92 (L'Abri Theatre de Guerre in a Paris bomb 
Shelter). 
1919 
Anonymous. "Germanised Theatre in Lille," July, p. 30* 
White, Maude. "All the World's a Stage in China," Sept*, 
p. 168. 
122£ 
Greer, Howard. "In Real Bohemia," Jan* p. 22. 
Kitchen, Karl, K. "Berlin's Great Playhouse," Deo*, p. 342 
(about the Grosses Sohauspielhauo), 
1921 
Anonymous, "Theatre Going in Mexico," Feb*, p, 96, 
1923 
Brown, Ivor. "Foreign Letters," Apn* P* 58 (season in 
London). 
1925 
Grein, J. T. "The London Summer Stage," Sept* p. 20, 
Gordon, Maxim. "The Italian Futurists," Sept* p. 22, 
Grein, J. T. "The London Stage," Dec, p. 24. 
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Ervine, St. John. "The London Stage," Man, p. 30. 
Cutti, Berta. "Mussolini Centralises Theatrical Society," 
May, p. 20. 
Miller, P. Ralph. "Gay Pareel" June, p. 12. 
1222 
Mlllholland, Marchal. "A Colorful Flemish Folk Theatre," 
June, p. 19, 
Phillips, Henry, Albert. "The Outdoor Theatre Abroad," July, 
p. 20. 
1929 
Philipp, Alfredo. "The Tragedy of Mexico's National Theatre," 
Feb* p. 29. 
Seible, George, "Goint to the Play in Europe," Feb* p, 52* 
Phillips, Henry, Albert, "Germany's Great Theatre Movement," 
Man, p, 35, 
Lloyd, Jessie, "The Children's Theatre in Moscow," May, p. 
35. 
Lockhart, Grace, "In Spain the Play's the Things," July, p, 
32. 
Girard, Maximo. "When It's Suppertime in Paris," Dec* p, 45, 
Anonymous, "A Temple of Music in Paris—The Playel Building," 
Dec* p, 70, 
1930 
Shand, John* "Piccadilly Presents," June, p, 30. 
Das, Nirmal, A. "Footlights in Hindustan." Aug.-Sept* p. 39. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH THE MOTION PICTURES 
(Individual Articles Within the Monthly Motion Pictures Column 
Are Not Listed Unless They Are of Special Value and Interest) 
Moses, Montrose, J. "Where They Perform Shakespeare for Five 
Cents," Oct* p. 264. 
1222 
Oppenheimer, F. "The Moving Picture," Jan*, p. 14. 
1911 
Jenks, Geo. C. "Moving Picture Barnstormers," Aug* p, 47, 
1912 
Mawson, Harry, P. "The Movies," July, p, 18 (figures con-
cerned with the sise of the industry), 
MoSween, J. Sidney, "Players of the Film Drama," Oct, p, 112. 
1913 
Geddes, Alice, Spenser. "Boston's Model Moving Picture 
Theatre," Feb* p. 59 (about The Bijou Dream). 
W.P.D. "Leading Managers Join 'The Movies'" May, p. 156 
(about Daniel Frehman'o The Famous Players Co., Klaw and 
Erlanger, and A. Woods). 
Chamberlin, Mary. "Popular 'Movie' Actress," May, p, xvii 
(about Alice Joyce). 
Dodge, Wendell, Phillips. "Ths Maude Adams of the 'Movie*?" 
June, p. 176 (about "Little Mary" Pickford), 
Anonymous* "Scene From Quo Vadis." Aug* p. 38, 
R.G. (Robert Grau?). "Science and the Stage," Aug* p. 72 
(about Mrs. Fiske, Violla Allen, Ethel Barrymore, James K, 
Haekett and James O'Neill). 
1214 
Anonymous. "How Mrs. Fiske Posed for the Movies," Feb* 
p. 86. 
Anonymous. "Shooting 'Movies'—The Latest Crase," Man, p. 
142, (about the shooting galleries at amusement parks), 
Mannsring, Robert. "Perils of the Movies," Apr;, p. 186. 
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1914 (Continued) 
Anonymous. "A Poet Who Writes on Motion Picture Films," 
June, p. 311 (about David Wark Griffith), 
Luok, Herbert, "Acting in the Silent Drama," July, p, 44, 
Funk, J, Clarence, "The 'Movies'—To-Day and To-Morrow," 
Aug* p, 52, (general condemnation of the movies), 
Denig, Lynde. "At the Movies," Sept* p. 110. 
Denig, Lynde, "Watching the Screen," Oet, p. 161 (about 
long-run in the movies and David Griffith), 
Denig, Lynde, "Refleotiens on the Screen," Nov* p. 227 (about 
realism), 
Denig, Lynde, "Through the Lens," Deo* p, 274, 
1215 
Denig, Lynde, "In Filmland," Jan., p, 18 (about realism), 
Denig, Lynde. "Film Plays and Players," Feb, p. 68 (mainly 
Mary Piokford and ether film stars). 
Steohan, H. 0. "Stage Versus Screen,." Man, p, 126* 
Anonymous* "Millionaire Hemes in Filmland," Apn, p, 178* 
Anonymous, "The Birth of a Nation," Apn, p. 212 (interview 
with Griffith). 
Church, Virginia. "Big Fortunes Made From Nickels and Dimes 
in Filmland," May, p. 244 (about movie producing companies). 
Mason, Warren. "Writing a Moving Picture Scenario," June, p. 
295* 
Meriden, Orson, "Anita Stewart—A Darling of Filmland," July, 
p. 16. 
Meriden, Orson, "Silent and Spoken Drama," Aug, p, 62. 
Leslis, Riohard. "Making Up for the Film," Aug, p. 89. 
Anonymous. "Awake America!" Sept* p. 114 (about The Battle 
Cry ffff Peace), 
Chaplin, Charlie, "Hew I Made My Success," Sept* p* 120* 
Edwards, Harold. "The Menaee of the Movies," Oet, p. 176* 
Meriden, Orson* "Silent Star Who Yearns for the Spoken 
Drama," Oet* p. 185 (abent-Mary Fuller). 
Denig, Lynde. "Film Drama De Luxe at the Kniekerbocker 
Theatre," Nov., p. 238. 
Frederiek, Pauline. "Why I Forsook the Stage for the Screen," 
Nen, p, 241, 
Bell, Archie. "Theda Bara—The Vampire Woman," No*, p, 246, 
The Editor, "De Motion Pictures Mean the Death of the 
Drama?" Dec, p. 309 (Daniel Frohman says No, and W. A. 
Brady says Yes). 
1&1& 
Savage, Richard. "Trying Out For the Movies," Feb* p. 75* 
Denig, Lynde* "The Rialte—A Theatre Without a Stage," May, 
p. 282* 
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1916 (Continued) 
Dale, Alan. "Dramatic Critics and Photo Plays," June, p. 344. 
Sobel, Bernard. "What's Wrong With the Movies?" June, p. 356. 
Anonymous. "The Strand Theatre in New York," June, p. 369. 
Anonymous. "Two Speotaeular War Pictures," July, p. 12 (about 
Thomas Inee's Civilisation and Thomas Dixon's The Fall of 
a Na^on). 
Meriden, Orson, "A Screen Aotress Who Thrills," July, p. 35 
(about Pearl White and realism). 
Cealen, Paul, Hubert. "Los Angeles Rialto a Rival Broadway," 
Aug* p. 86, 
Anonymous, "$1.00,000 For Photo Play*," Aug* p. 88. 
Denig, Lynde. "A Camille of the Screen," Aug* p." 92 (about 
Clara Kimball Young). 
Bell, Archie. "Movies in the Orient," Oct* p. 218. 
.Patterson, Ada, "Mr. Sothern in the Movies," Nov„ p. 292. 
Kellermann, Annette. "My Perils in the Movies," Dec, p, 348, 
1917 
Revell, Nellis. "Why Vaudeville Need Never Fear the Movies," 
Feb* p. 100, 
Eaton, Walter, Prichard. "The 'Art' of the Motion Pioture," 
Apn, p. 218. 
Fairbanks, Douglas. "Personal Reminiscences," Apn, p. 220. 
Anonymous. "Hew I Did Not Get Into the Movies," May, p* 284. 
Cram, Mildred. "Taking Charlie Seriously," July, p* 10 
(defense of Movies). 
Ranek, Edwin, Carty. "Seeing Ourselves as Others See Us," 
Aug* p. 74 (effect of the movies upon the aeter and his 
acting). 
Mirile, "Mirile Gees to the Movies," Sept* p. 176. 
Savage, C. Courtenay. "Enter the Playwright-Manager," Oct, 
p, 220. 
Mirile. "Motion Picture Seotion," Oct, p. 245; Nov* p, 315; 
Dee* p, 393, 
Ordynski, Riehard. "Action—Camera!" Dec* p. 407 (the film 
as an art). 
1211 
Mirile. "Motion Picture Seotion," Jan* p. 53 (Samuel 
Goldfish, "An Analysis of Movies," and a reply by Mirile). 
Mirile, "Motion Picture Seotion," Feb* p, 117 (Clara 
Kimball Young, "Reeliom Versus Realism"). 
Mirile. "Motion Pioture Section," Man, p. 185 ("Intreduetlon 
of Color Film"). 
Mirile. "Motion Picture Seotion," Apn, p, 253 (Louis Sherwin, 
eritie of the New York Glebe and Commercial Advertiser. 
"Support of Movies," and a reply by Mirile denying the 
neeessity of movie critics), May, p, 323, 
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1918 (Continued) 
Mirile. "Motion Picture Section," June, p, 387 ("How Much 
Rope Will It Take?" an attack en lewd film titles), 
Mirile, "Motion Pioture Seotion," July, p. 53; Aug, p, 113, 
Mirile. "Motion Picture Section," Sept* p. 177 (reply by 
Mirile to Arthur James of Metre Pictures who claimed that 
advertising was useless). 
Mirile. "Motion Picture Section," Oet* p. 245 (an attack on 
lewd and salacious advertising); Nov., p.315; Dec, p. 385. 
1919 
Mirilo, "Motion Picture Section," Jan* p. 55; Feb* p. 117; 
Mar* p. 183; Apr., p. 249. 
Cherry, Charles. "When There Were Matinee Idols," May, p. 
290 (effect of screen hero on matinee idol)* 
Mirile. "Motion Picture Section," June, p. 387 ("Something 
New in Filmland", a musieal comedy en film); July, p, 61, 
Mirile, "Motion Picture Seotion," Aug* p. 108 (Rev, David 
James Burrell, "Can't the Movies be Decent?"), 
Mirile, "Motion Pieture Section," Sept* p, 177 (Mrs* Jaok 
London, "Bringing Literature to the Screen*")• 
Mirile. "Motion Picture Seotion," Oet, p. 249 (Harcourt 
Farmer, "Is the Charlie Chaplin Vogue Passing?"—an attaek 
on Chaplin). 
Mirile. "Motion Picture Section," Dec* p. 401 (Harcourt 
Farmer, "Why Not the Stupies?"). 
1920 
Mirile. "Motion Picture Section," Jan* p. 41 (Movie Reviews 
by Edgar Cavtwin); Feb* p. 105, Man, p. 190, Apn, p» 277, 
May, p* 409, June, p. 533, Mid, p. 37, Sept, p* 113, Oct* 
p. 193, Nov* p. 285, Dec* p, 377 (Movie Reviews by Alison 
Smith). 
1221 
Anonymous. "Motion Picture Seotion," Jan* p. 37, Feb* p. 
113, Man, p. 185 (Alison Smith, "Worth While Pictures of 
the Month); Apn, p. 270 (Anonymous, "Worth While Pictures 
of the Month); May, p. 348, June, p. 242, July, p. 38, 
Aug>, p. 106, Sept* p. 174, Oct* p* 244, Nov* p* 324, Deo* 
p. 394 (Frank Vreoland, "Worth While Pictures of the 
Month"). 
Hornblow, Arthur. "Editorial," Oct* p* 210 (about censor-
ship). 
Weiman, Rita. "Exit the Reel Star; Enter the Real One," Dee* 
p. 364* 
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1222 
Savage, Richard, "Making a Million Dollar Picture," Feb,, 
p, 108. 
Hornblow, Arthur. "Editorial—Why Not Call Them the 
Stupies?" May, p. 282. 
Johaneson, Bland. "Why I Am Wonderful," Oet* p. 238 (a 
satire on movie stars). 
1221 
Hamilton, Clayton, "The Screen," Jan* p. 34; Feb, p. 34; Man, 
p, 34; Apn, p. 34; May, p, 34; June, p, 54 (each one of 
these columns has important material), 
Martin, Quinn, "Cinema," July, p. 34; Aug, p. 34; Sept* p, 
30. 
Anonymous. "Great Caesar's G'Oats'" Oct., p. 10, 
Smith, Alison, "Cinema," Oct* p. 30; Nov* p. 30; Deo, p, 30, 
1924 
Wilson, B. F. "Charles Chaplin—Poet and Dramatist," Jan* p. 
20. 
. Smith, Alison. "Cinema," Jan., p. 32; Feb*, p. 30* 
Young, Howard, Irving. "Cinema," Man, p. 30 (what is wrong 
with the movies). 
Ryan, Don. "So This is Hollywood!" Apn, p. 24, 
Young, Howard, Irving, "Cinema," Apn* P* 30; May, p. 30 (both 
months have good eritioal comments), 
St, Jehn-Brenen, Aileen, "Cinema," June, p, 30; July, p, 30: 
Aug* p. 30; Sept* p. 30 (these columns have good material); 
Oot* p, 30; Nov* p. 30 (about the development of the 
movies and criticism of it), 
St. Jehn-Brenen, Aileen. "Sereenland," Dee, p. 31. 
1225 
St, Jehn-Brenen, Aileen. "Sereenland," Jan, p. 31; Feb* p. 
30; Man, p. 30; Apn, p. 31; May, p. 37. 
Zukor, Adolph* "Triumph of the Motion Picture," May, p. 38, 
Anonymous, "Urban Brings His Deeerative Genius to the 
Screen," May, p. 39, 
Vreeland, Frank, "Sereenland," June, p, 32; July, p* 32; 
Aug* p, 32; Sept, p. 30, 
Watts, Jr, Richard, "Sereenland," Oet* p. 32; Nov., p, 30; 
Dee* p. 30. 
Seldes, Gilbert. "How to Save the Movies from Stage 
Blight," Ne*, p. 22. 
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1926 
Vreeland, Frank, "Sereenland," Jan* p. 30. 
Block, Ralph; "Those Terrible Movies," Feb , p. 32 (defettM 
of movies). 
L*Homme Qui Salt. "Heard on nroadway,U~Mar , p. 38 (invasion 
of Broadway by movie magnates). 
Seldes, Gilbert. "Why Should the Movies Have All the Fun," 
Apr* p. 32. 
Anonymous. "A School for Movie Actors," May, p, 76, 
Golden, Sylvia, B. "Screen Land," Sept, p. 36; Oct* p. 36; 
Nov* p. 26; Dec* p. 36, 
1927 
Golden, Sylvia, B, "Sereenland," Jan* p. 35; Feb* p. 35. 
MacCulloch, Campbell. "'Flxed'Stars in Cimema's Heaven." 
Man, p. 22 (about the value of the film stars' homes). 
Golden, Sylvia, B. "Photoplay-things," Man, p. 37 ("New 
York's New Censor of the Movies;") Apn, p. 27; May, p. 
37; June, p. 43; July, p. 37; Aug* p. 37; Sept* p. 41 
(Louis Welheim, "I Prefer the Movies to the Stage"). 
Jolsen, Al. "My First Day in Piotures," Oet* p. 9. 
MaeCulleugh, Campbell. "Are Motion Pictures Changing tha 
World?" Oet* p. 11. 
Glyn, Elinor. "What I Mean By 'It*" Oet* p. 16. 
Griffith, David, Wark. "The Motion Picture To-day—and To-
morrow," Oct* p. 21. 
Roberts, Casey. "How Motion Pictures Sets are Decorated," 
Oct* p. 24. 
Chaney, Len. "Why I Prefer Grotesque Characters," Oet* p, 
37. 
Jennings, Emil. "The Way of All Flesh," Oot* p. 43* 
Anonymous. "Hollywood," Oct* p. 44. .»» 
Rogers, Will. "I'm Not a Movie Aetor—I'm.a Writer," Nov* 
P* 9a: 
Gish, Lillian. "My Sister and I," Nov*, p. 15. 
Von Streheim, Erich* "The Seamy Side of Directing," Nov*, 
p. 18. 
Vayda, Ernest* "Writing for the Sereen is a Diffieult Art," 
Nov., p. 21. 
Vidor, Florence. "Marriage and a Soreen Career Hasardeus," 
Nov., p, 26. 
Poland, Joseph, Franklin, "Hew I Write an Original Screen 
Drama," Nev* p, 32. 
Bow, Clara. "Evoking Emotions is No Child's Play," Nov*, p* 
42. 
Anonymous. "Hollywood," Nev, p. 45. 
Langden, Harry* "The Serious Side of Comedy Making," Dee* 
P* 22. 
Gish, Dorothy* "My Sister Lillian," Dec, p. 32* 
Garbe, Greta. "Why I Am Called a Reeluse," Dec* p. 36, 
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1927 (Continued) 
Erokine, John. "No Plot is Needed in Moving Pictures," Dec* 
p. 38. 
Anonymous. "Hollywood," Dec* p, 50, 
1228 
De Casseres, Benjamin. "Are the Pictures and Stage 
Antagonistic?" Jan* p. 23. 
Ingram, Rex, "Art Advantages of the European Scene," Jan,, 
p. 24. 
Navarro, Ramon. "From Screen to Concert Stage," Jan* p. 27. 
Parker, Dana. "Making Comic Cartoons Move," Jan* p. 32. 
Murnow, F. W. "The Ideal Picture Needs No Titles," Jan* p. 
41. 
Anonymous. "Hollywood," Jan* p. 50; Feb,, p. 47; Man, p. 50; 
Apn, p» 50. 
Warner, H. B. "One Lives as One Must," Feb, p. 14 (played 
Christ in King of Kings). 
Wilsteck, Frank, J. "In Defense of the Press Agent," Feb, p. 
17. 
Del Rio, Dolores. "A Little Study in Americanisation," Feb* 
p. 18. 
Jessel, George. "Why I Alternate on Stage and Screen," Feb* 
p. 22. 
Cody, Lew, "The Tribulations of a Motion Picture Star," Feb, 
p. 32. 
Meltser, Charles, Henry, "Music and the Motion Picture," Mar,, 
p. 20, 
Wellman, William. "War Pictures Will Help Step War," Man, 
p. 24. 
Beery, Wallace. "My Faoe is Not my Fortune," Man* P* 32. 
Cook, Burry, Chapman. "Discovered: The Formula for Soreen 
Success," Mac, p. 41. 
de Putti, Lya. "The Movie as a Means of World Unity," Apr* 
p. 26. 
Walsh, George. "Human Nature the Keynote of Screen Art," 
Apn* P* 42. 
Hays, Will, H, "Screen and Drama Blood-Brothers in Art," 
May, p. 25, 
Nible, Fred. "Americanising American Films," May, p, 32. 
Moran, Polly. "A Comedienne Looks at Hollywood," June, p. 
20. 
Mindlin, Michael. "The Little Cimema Movement," July, p. 18, 
Daniels, Bebe. "My Twenty Four Hours a Day," July, p. 22. 
Dunlap, Orrin, Jr. "When Radio Wears a Monocle," July, p. 
40 (about television). 
Rich, Irene. "Companionate Marriage in its Real Sense," 
Aug* p. 22. 
Lane, Lunine. "To Talk or Not to Talk—in Pictures," Aug* 
p. 28, 
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1928 (Continued) 
Smith, Rex. "Has Charlie Chaplin Lest His Humor?" Sept*, 
p. 22 
Sloane, Paul. "Hysteria Talkerfilmus: New Movie Malady,** 
Oct* p. 26. 
Fields, W. C. "From Boy Jugler to Star Comedian," Oct* p. 44. 
Fricken, Roy, H. "Talk About the 'Talkies'" Oct., p, 50. 
Denny, Reginald. "The New Revolution in Piotures," No** p, 24, 
MacCulloch. "'Let's Go!' Cries Douglas Fairbanks," Dec* p. 24, 
1929 
Smith, Rex, "Jennings—The Moan-Maker," Jan* p. 24, 
Myers, Carmel, "Why Stage Actors Fail in the 'Talkies'" Feb., 
p. 32. 
Fawcett, George. "Talking-Pictures Are Upsetting All 
Tradition," Mar* p. 32. 
Smith, Rex. "John Gilbert: An Idol That Was," Apn, p. 22, 
Dix, Richard. "'Why I Welcome Talking-Pictures'" May, p. 28. 
Abbott, George. "The Broadway Playwright in Hollywood," May, 
p. 42. 
Hecht, Ben. "'My Testimonial To the Movies,'" June, p. 18. 
Reieher, Frank. "Microphone Is King on Hollywood," June, p. 
35. 
Nicholson, Kenyon. "The Spoken Drama Versus the Vocal Drama," 
July, p. 20, 
Franklin, Irene. "'Mike-Wise'" July, p. 26. 
Hurst, Fannie. "An Author Is the Person Who Wrote The Story," 
Aug* p. 14. 
Russell, Alexander. "A Scholarly Musician Examines Sound 
Films," Aug* p. 21. 
Horton, Edward, Everett. "Photographs Cannot Supplant Flesh 
and Bleed," Aug, p. 22, 
Niblo, Fred. "Aocent—An Asset or a Liability?" Aug*, p. 39* 
Keane, Robert. "What's All the Shooting For?" Sept*, p. 34 
(about Equity's war with the producers). 
Wood, Phs?lip. "Let's Get Organised," Oct* p. 45 (Equity vs. 
producers). 
Richman, Arthur. "'This Freedom' In the Talkies," Nov* 
p. 37. 
1212 
Barnes, Howard. "Now It Can Be Judged," Jan, p. 17 (effect 
of Movies on the stage), 
Selwyn, Edgar. "Speaking of Talking Pictures," Jan* p. 30 
(relation of screen and stage). 
Johnston, John, LeRoy. "Quiet, More or Less, On ths Western 
Front," Mar* p. 37 (sound in the movies). 
Straus, Osoar. "And So To Hollywood," Apn, p. 40* 
Golden, Sylvia. "'The Best Talkie in Town/" May, p. 22. 
» ? / - ' i < >, w -j «.r«*
 r 
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1930 (Continued) 
Heiman, Beatrice. "Eisenstein," July, p. 16. 
Barnes, Howard. "Talkie-Town," July, p, 36. 
Anonymous. "First Nights at the Cinema," July, p. 44; 
Augv-Sept, p. 46f. Oot, p. 47; Nov, p. 47; Dec, p. 49, 
Harding, Ann. "Broadway, You'll Find, Runs West," Oct, 
p. 37. 
Watts, Richard, Jr. "World's Meanest Job," Dec, p. 23 (about 
mevie criticism). 
Skinner, Otis. "Speaking In the Talking Pictures," Dec* p. 
32. 
1211 
Anonymous, "First Nights At the Cinema," Jan* p. 47; Feb, p. 
47; Man, p, 47; Apr,, p. 47. 
Breese, Edmund, "Fame Means Little to Hollywood," Mar,, p, 
45. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH OPERATIC AND CONCERT MUSIC 
1 9 J 2 1 
Anonymous. "Salammbe At the Opera," May, p. 14. 
Anonymous. "Musieal Development in America," May, p. 16. 
J,L.W. "Paderewski's Opera Manrn." July, p. .17. 
Anonymous, "Seme Absurdities of Opera," Sept* p. 18 (reprint 
from the British journal, Musio). 
Spanuth, August* "The Outlook for the Opera Season," Deo* 
P. 28* 
von Tetssl, Emily, Grant. "Musio and Musicians," Dee* p. 33. 
12&2. 
Thomas, Eus. "Operatie Stars En Voyage," Jan*-p. 20. 
yen Tetsel, Emily, Grant. "Music and Musicians," Jan* p. 23; 
Feb* p. 21; Man, p. 26; Apn, p. 24; Oct* p. 27. 
von Tetsel, Emily, Grant. "At the Opera," Feb* p. 20; Man, 
p. 24; Deo* p. 34. 
Ignetus* "Calve* as a Fairy Godmother," Feb* p. 23. 
Ignetus. "A Talk with Sail Paur," Apn, p. 23* 
von Tetsel, Emily, Grant. "French. Light Opera at the 
Victoria," May, p* 25* 
Holt, Ronald* "The Oporatio Situation—Much Gold But Net 
Rhelngeld," July, p. 23. 
von Tetsel, Emily, Grant. "Walter Damroseh and the Phil-
harmonic," July, p* 26, 
Kebbe, Gustavo. "Riehard Strauss and His Musio," Sept* p. 
25. 
Gentanini, M. "The Unknown Masoagni," Oot, p. 24* 
Oilman, Lawronee. "Seme Vital Figures in American Musie," 
Nov* p, 26* 
von Tetsel, Emily, Grant, "Mascagni's First Appearanoe in 
Amerlea," Nov,, p. 28, 
R.S.W. "Piekwiek on the Stage," Dee, p, 20* 
Paur, Emil. "Musieal Conditions in Amerioa," Dec, p. 36* 
Henderson, W. J* "Has Music Criticism Any Value?" Dee* p. 
37. -
19J23. 
von Tetsel; Emily, Grant. "Musie and Musicians," Jan* p. 25; 
Feb* p. 51; Man, p. 77. 
von Tetsel, Emily, Grant. "The Ferenesy Opera Company," Apr* 
p. 104* 
Lathrop, Elise. "Italy's Great Musicians—Giaeemo Pueoini," 
May, p. 125. 
Ade, George. "Light Opera Yesterday and To-Day," June, p, 145* 
Anonymous* "Mile Aekte to Sing in America," Aug* p. 208* 
. '»c » <• 
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1903 (Continued) 
Aldrieh, Richard. "Sacred Festival Play Shortly to be Seen 
in New York," Oct, p. 252 (about R. Wagner's Parsifal). 
Anonymous* "World of Music," Hon, p. 284* 
Henderson, W, J. "In the World of Music," Deo, p. 320* 
1904 
Henderson, W. J, "Music," Jan* p, 24, 
Booth* Charles, Stewart, "The French Opera in New Orleans," 
Jan* p. 26. 
Walter, William, E. "Grand Opera in English," Feb., p. 50. 
Lathrop, Elise, "A Chat with Signer Caruso," Feb* p. 52 
Henderson, W. J. "The Truth in Regard to Parsifal." Feb* 
p. 53. 
Anonymous. "Curious Insurances by Concert Performers," June, 
P* ill. 
Davidson, Lueretla. "Beyrouth Revisited," Oct, p. 255. 
Tyrrell, Henry. "Mme. Schumann-Heink—The Woman," Nov* p. 
276. 
Conried, Heinrich, "The Pains and Possibilities of Grand 
Opera," Deo* p. 306. 
Hoffman, Josef (trans, by Hermann Klein), "Musio and 
Mechanics," Dec, p. 323. 
Strachey, Lionel. "'Symbolism' in Modern Music," Dee* p, 324, 
1905 
von Tetsel, Emily, G. "World of Musie," Jan* p. 26. 
The Editor. "Important Netiee," Not*, p. 269. 
Aldrieh, Mildred. "Amerioan Singer* Who Have Won Fame in 
Europe," Not,, p. 280; Dee* p. 311. 
Anonymous. "Music," Dee, p. 316. 
1905 
Savage, Riehard. "Hew Marie Rappold Beeame a Prima Donna." 
Jan* p. 9. 
Anonymous, "In the Musie World," Jan* p. 25. 
Anonymous. "The Strike at the Opera," Feb* p. 34* 
Anonymous. "The World of Musio," Feb* p. 53; Apn, p. iv. 
Savage* Riehard. "From Variety Boards to the Lyric Stage," 
Man, p. 77 (about Bessie Abbot), 
Klein, Hermann. "Is Richard Strauss the Evil Genius of 
Modern Musie?" Man, p. 79. 
Anonymous. "Music," Man, p. 81. 
Hopwoed, Avery. "Where They Try Out Voices for the Operatio 
Stage," Apn, p. 96. 
Anonymous. "Hammerstein*s Plans for Grand Opera," Apn, p. 
108, 
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1906 (Continued) 
Anonymous. "American Artist to Sing Carmen at the Opera 
Cemlque," May, p. 114. 
Safonoff. Wassili. "Safoneff's Inpressions of Music in 
America," May, p. 138, 
Davidson, Lucretia, M, "Richard Strauss' Opera SaloaVand 
Its Interpreters," June, p, 144, 
Anonymous, "Hammerstein»s Opera Plans," June, p. iv. 
Anonymous, "Hammerstein's Opera Season," July, p. x. 
Caruso, "Caruso en the Earthquake," July, p. 184. 
Lathrop, Elise. "Alessandro Bond—Italy's Foremost Tenor," 
Sept* p. 232. 
Davidson, Luoretia, M, "The Debut of Lohrengrin." Sept* p. 
240. 
Lathrop, Elise. "American Singer Who Won Fame Abroad," Oot* 
p. 261. (about Mme. de Cisneros). 
Anonymous. "The Music Season Opens," Nov* p. 288. 
Anonymous. "Madame Butterfly in Opera," Nov* p. 302. 
Savage-, Richard. "Berlios's Damnation of Faust To Be Seen 
Here," Non, p. 327. 
1907 
Anonymous. "At the Opera," Jan* p. 8; Feb, p. 37; Man, p. 64; 
Apn, p. 110. 
X.Y.Z. "Hew Rose Stahl Became a Metropolitan Star,*? Jan* p. 21* 
Lathrop, Elise. "An Interview With Geraldine Farrar," Jan* p. 
26.-. 
Klein, Hermann. "Puccini—The Man and His Works," Feb* p. 44. 
Bell, Arohie. "An Interview With Edward Grieg," Man, p. 66* 
Ziegler, Edward, "Sjglom/at the Metropolitan Opera House," 
•" Man, P. 70, 
Lathrep, Elise, "Pauline Donalda—Canadian Soprano," Mar* 
p. 63* 
Anonymous. "An American Girl's Success en Europe's Operatic 
Stage," Apn, p. 112. 
Anonymous. "A Lessen of the Opera Season," May, p. 138* 
Jenks, Goer. C, "Maria Gay—The New Carman," June, p. 166, 
E.L, (Elise Lathrop?). "Cleofonte Campaninl—The Magioian, 
June, p. 169. 
E.L, (Elise Lathrop?). "Operatie Novelties to be Heard Here 
Next Season," July, p. 174. 
Fltsgerald, William, G. "Will Ameriea Have Its Own Bayreuth?" 
Sept* p. 244, 
Anonymous* "Mme* Nordiea'a Plan for an American Bayreuth," 
Sept* p, ii, 
L.L. "Richter to Direct Opera Here," Oet, p. 266, 
Anonymous. "Famous Singers to be Heard at the Rival Opera 
Houses," Nen, p. 314. 
Farlew, L.S. "The Me eh an ism ef the Grand Opera," Dee* p. 332, 
Anonymous* "The Opera Season Opens Brilliantly at the 
Manhattan," Dee* p, 350. 
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X.X, "At the Opera House," Jan* p, 10. 
Lathrop, Elise. "The Art of Maurice Renaud," Jan* p. 22. 
R.W. or E.L. "Operatie Novelties to be Heard at Both Opera 
Houses," Jan, p. 23. 
Anonymous, "At the Opera," Feb* p. 40, 
Lathrop, Elise, "Giovanni Zenatello—World Tenor," Feb* p, 
p, 52. 
Tyrrell, Henry. "Mary Garden—American Artiste 'Made in 
Paris'" Man, p. 67. 
Lathrop, Elise. "An Interview With Luisa Tetrasinni," Man, 
p, 73, 
Anonymous, "Tetrazzinl's Debut at the Manhattan Opera House," 
Man, p. 84, 
Anonymous, "Heinrich Conried Resigned From the Met And 
Replaced by a Three Man Beard," Man, p. xvi, 
Doran, Charles. "Gounod's Faust Presented in a New Dress," 
Apn* P. 108-
 / 
X.Y.Z. "Pelleas et Mellaande." Apn, p. 112. 
Tyrrell, Henry. "Henri Kowalski—Pianist and Composer," May, 
p. 137, 
Howard, .Mary* M. "Emmy Distinn Coming to America," June, p, 
151, 
Crawford, Mary, Caroline. "Boston To Have a Permanent Heme 
for Opera," June, p. 167. 
Anonymous. "Opera Season Opens," Nov;, p. 308. 
Anonymous. "Philadelphia's Splendid New Opera Heuse," Dec, 
p. 318. 
Malone, J. W. "Miseha Elman—A Prodigy of the Violin," Dee* 
p. 341. 
J.W.M. (J. W. Malone?). "The New Director of the Metropolitan 
Opera House," Dee* p. 343. 
X.Y.Z. "At the Opera," Deo* p. 344. 
1909 
R.S. (Riehard Savage?). "Mile*Gerville-Reaehe—The Man-
hattan's Delilah," Jan* p. 12. 
Anonymous* "At the Opera House," Jan* p* 34* 
X.X.X. "The World of Opera," Feb*, p. 42, , 
Lathrop, Elise, "Maria Labia—Youngest of Dramatic Soprano*,' 
Feb., p. 52. 
Krehbiel, Henry, Edward. "Chapter* of Opera," Feb*, p, 70. 
Anonymous. "Salome at the Manhattan Opera House," Mar* p« 76. 
Anonymous. "New Works at the Two Opera Houses," Apn, p* 108,' 
Anonymous. "Strauss' New Opera Eleotra Takes Germany By 
Storm," Apn, p. 128. 
Coffin, Harriet, E* "All Sorts and Kinds of Salomes," Apr* 
p, 130. 
L.M.D. "Adeline Patti Tells the Seoret of Eternal Youth," 
Apn, p. 133. 
E.L. (Elise Lathrop?). "BerthaMerena at Heme," May, p. 143, • 
Music 341 
1909 (Continued) 
Lightfeot, Helen, V. "Past Glories of the Academy of Music," 
May, p. 146. 
Anonymous, "The Composer of Madame Butterfly at Home," June, 
p. 198. 
E.L. (Elise Lathrop?). "Leo Slesak—A Phenomenal Tenor," Aug., 
p. 42. 
E.L. (Elise Lathrop?). "A New American Brunhilde," Aug* p. 
56 (about Minnie Saltsmann-Stevens). 
Davis, Geo. Ade. "The Requiem of a Grand Opera Pioneer," Aug* 
p. 67 (about William Castle), 
Anonymous. "Opening of New York's Opera Season," Oct* p. 114. 
Anonymous. "At the Two Opera Houses," Nev* p. 138. 
Fiske, Stephen. "Hew a Locomotive Helped a Prima Donna," Dec* 
p. 197. 
Anonymous. "At the Opera House," Dec* p. 201, 
1910 
Anonymous. "At the Opera," Jan* p. 10f Feb* p. 39; Apr., p. 
106. 
Anonymous. "From Tenor to Director of Grand Opera," Jan, p. 
14. 
Lathrop, Elise* "Cavalieri Talks of Her Operatie Ambitions," 
Feb., p. 58. 
Anonymous. "Riehard Strauss' Eloktra an Operatic Sensation," 
Man, p. 74. 
Lathrop, Elise* "Delna Meets With Triumph in America," Man, 
p. 76. 
Lathrop, Elise. "New Opera Favorites," Man, p. 84 (about 
Edmond Clement). 
Anonymous. "Ethel Cadman—An English Girl in America," Mar* 
P* 94. 
Anonymous. "Riehard Strauss—The King of Sound," Apn, p. 103 
(reprint from the London Da,ily Mail). 
Anonymous. "Frits Kreisler Parts With His Celebrated 
Stradivarius Violin," June, p. 188. 
Liebling, Leonard. "The Criminal Tendencies in Musioal 
Composers," Aug* p. 56. 
Anonymous. "The Coming Season of Music in New York," Oct, p. 
108. 
Anonymous. "Hans. The Flute Player at the Manhattan Opera 
House," Nov., p. 138. 
Anonymous. "Armide at the Metropolitan," Deo* p, 167* 
Henderson, Archibald, "Wagnerian Musioal Festival at Munich," 
Dec* p. 182, 
191^, 
Anonymous, "New York Aeelaimo Pueoini's New Opera," Jan* p, 
4 (about The Girl of the Golden West). 
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1911 (Continued) 
Crawford, Mary, C. "Grand Opera in Boston," Jan* p. 8, 
Pieroe, L, France. "Grand Opera in Chicago," Jan* p. 9. 
Lathrop, Elise. "Alma Gluck—Youngest of Metropolitan Prima 
Donnas," Jan, p. 31. 
Anonymous. "The First Performance of Koenigskinder." Feb* 
p. 46. 
Peeler, Clare, P. "The Art of Mary Garden," Man, p. 76. 
Anonymous, "At the Opera," Man, p, 82. 
Patterson, Ada, "Emma Trentini—The 'Little Devil* of the 
Opera House," Man, p. 86, 
Petronius, "European Supplement," Man, p, 101 (mainly Frenoh 
activities). 
Anonymous, "An American Work at the Metropolitan Opera 
House," Apr., p. 114 (about J*D. Redding and V, Herbert's 
Natoma). 
X.X. "Novelties at the Metropolitan Opera House," May, p. 
148* 
Davidson, L.M, "Richard Strauss' New Opera a Triumph of 
Art," May, p. 170 (about Per Rosenkaval^er). 
Armstrong, William, "Two New Singers for the Metropolitan," 
June, p, 193, 
X.X. "Richard Wagner As He Saw Himself," Sept, p. 80. 
Anonymous. "The Grand Opera Season," No's* p. 154. 
Anonymous. "The Opera," Dec, p. 188. 
Peeler, C. P. "Mary Garden Triumphs as Carmen," Dec, p, 191, 
Anonymous. "The Composer of Lobetanz." Dec, p. 206 (Ludwig 
Thuille). 
Haekett, Karleten, "How Mary Garden Made Her Debut in Opera," 
Dee, p. 214. 
Armstrong, William. "Wolf-Ferrari—A Composer of Dual 
Nationality," Dec, p. 221. 
1912 
Anonymous, "At the Opera," Jan., p. 4, 
Savage, Richard. "Maggie Tetye—the Diminutive Prima Donna," 
Jan* P, 26. 
Anonymous. "Le Donne Curiose at the Metropolitan Opera 
House," Feb., p. 50* 
Anonymous, "Osear Hammerstein Discovers a New Singer," Feb* 
p. 60, 
Anonymous, "Verseisolt at the Metropolitan Opera House," 
Man, P* 78. 
Anonymous. "The $10,000 Prise Opera at the Metropolitan 
Opera House," Apn, p. 109. 
Anonymous. "The Jewels of the Madonna." Apn, p. 110, 
Armstrong, William* "Elena Gerhardt— A Painter in Word*," 
Apn, p. 119. 
Haekett, Karleten* "The Operatie Beginning* of Geraldine 
Farrar," Apn, p. 120, 
Gerville-Reaehe, Jeanne. "The Moral* of Carmen," Apr* p. 123. 
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1912 (Continued) 
Anonymous. "Close of the Opera Season," May, p, 144. 
Lanston, Aubrey, "A New Carmen," June, p, 178, 
Armstrong, William, "Famous Tenor as a Happy Peasant," June, 
p. 185 (about Leo Slesak). 
Anonymous, "Jules Massenet Dead," Sept, p, vii. 
Anonymous, "Brilliant Opera Season for the Metropolitan," 
Ne*, p. 138, 
Haekett, Karleten, "Dramatio Action in Opera," Nov,, p. 141, 
Anonymous. "The Opera Season Opens," Dec, p. 166. 
Dunning, James, Edmund, "Where Operatic Reputations are Made 
and Lost," Dec, p, 170 (about La Scale in Milano). 
1913 
Dodge, Wendell, P. "Rehearsing Grand Opera at the Metropolitan 
Opera House," Jan* p. 12. 
Peeler, Clare," P. "Titta Ruffo—An Extraordinary Singer," 
Jan, p. 17. 
Fay, F, C. "Efrem Zimbalist—The Artist and the Man," Feb., p. 
48. 
Peeler, Clare, P. "Mary Garden Makes Tosca a Human Tigress," 
Apn, p. 102. 
Watkins, Mary, F. "Composer of Le Ranz Pes Vaohes." May, p, 
135 (about Dr. Wilhelm Kienz). 
Romanus. "Mascagni's Opera Parlsina." May, p. 159. 
Peeler, Clare, P. "The Art of Olive Fremstad," Aug* p. 65. 
Anonymous, "Florence Macbeth—A Singer of the Royal Line," 
Sept, p, 82, 
Anonymous, "Popular Opera at the Century Theatre," Oct, p. 
131. 
Anonymous. "Kreisler and the Violin," Oet, p. xxiv. 
Anonymous. "At the Opera," Not, p. 148; Dec, p. 182. 
Anonymous. "Strauss' Opera Per Roaenkavalior." Pec* P. 200. 
1914 
Armstrong, William. "Youngest of American Prima Donnas," Jan* 
P, 30 (about Florence Macbeth). 
Peeler, Clare, P. "The Art of Geraldine Farrar," Jan* p, 35, 
Fay, Franees, C. "Pity the Poor Singer, Says Caruso," Man, 
p. 120, 
Armstrong, William. "Sophie Braslau—A Native Produot," 
Apr* p, 183, 
A.P. (Ada Patterson?) "An Irish Jenny Lind," May, p. 248 
(about John MoCoraack), 
Grau, Robert. "Early Days of Pinaforer" May, p. 254, 
Anonymous, "Opera 140 Years Ago," Sept, p. 164, 
Music 344 
111* 
Anonymous. "A New Carmen at the Opera," Jan* p. 16. 
Gorham, Mercy. "Grand Opera Beyond the Curtain Line," Jan* 
p. 20. 
Isaaesen, Charles, D. "Musie For Everyone," Jan* p. 40* 
Anonymous. "Death of Mme* Gerville-Reaohe," Feb, p. 61. 
Anonymous. "Revival of Eurvantho at the Metropolitan," Feb* 
p. 64, 
Anonymous. "World Premiere of Mme. Sans-Gene." Man, p, 118, 
Anonymous, "At the Opera," Apr., p, 183. 
Anonymous. "What European Conditions Have Done for Music in 
America," Apn, p. 184. 
Peeler, Clare, P. "Melanie Kurt—A Study," Apn, p. 185. 
Armstrong, William. "Margaret Woodrow Wilson—Singer," Nov*, 
p. 226. 
Anonymous. "Season of Grand Opera Opens at the Metropolitan," 
Dec, p. 285. 
Anonymous. "Where Music Holds Its Court," Dec, p. 304 (about 
Beyrouth), 
1916 
Bell, Archie. "The Woman Who Influence Wagner," Jan* p, 24, 
Lathrop, Elise. "Indian Princess and Prima Donna," Jan* p. 
32. 
Strakeseh, Avery. "How Seotti Makes Up," Jan* p. 38, 
Anonymous. "Premiere of Prinoe Igor." Feb*, p. 89. 
Lathrop* Elise. "Alice Nielsen: The American Patti," Feb* 
p. 91. 
A.P. (Ada Patterson?). "Society and Stage in a Suffragette 
Operetta," Man, p. 127 (about Mrs. Belmot's Melinda and her 
Sislexs). 
de Wagstaffe, William. "How Sousa Wrote His Marches," Man, 
p. 140. 
Anonymous. "Govescas Given World Premiere," Man, p* 154* 
Peeler, Clare, P. "New York to Hear Gustavo Mahler's Eighth 
Symphony," Apn* p. 198. 
Her Former Manager. "When Emma Nevada Played Home," June, 
p. 343. 
Morris, Paul. "Musicians in Holiday Season," July, p. 2-5* 
Morris, Paul,. "Open Air Opera at the Stadium," Nov., p. 274 
(Die Walkure). 
Morris, Paul. "Metropolitan Opens Brilliantly," Deo* p. 344. 
1211 
Morris, Paul. "Old Music That Charms," Jan* p. 30 (Richard 
Strauss' Iphjgenia i n Tsnriff)« 
Pieroe, Luey, France. "Galli-Ourci—The New Operatie 
Sensation," Feb*, p. 90. 
Anonymous. "The American Premiere of Fmnaasca da Rimini." 
Feb* p, 94. 
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1917 (Continued) 
Anonymous. "The Wanderer at the Manhattan Opera House," 
Feb* p. 122, 
Anonymous. "Ernest Bioeh—A Musical Prophet," June, p. 352. 
Morris, Paul* "Patriotic Songs," June, p. 358, 
Ranek, Edwin, Carty. "The Mark Twain of Amorioan Musie," 
Sept, p. 152. 
Ciaparelli-Viafora, Gina. "Why Light Opera Singers Can't 
Sing," Sept, p. 166. 
Coward, Edward, Fales. "The Staging of Chu Chin Chow." Oct, 
p. 256. 
Peeler, Clare. "American Writers of Patriotic Songs," Dec, 
p. 358. 
Robinoff, Max. "The Trials of An Impressario," Dec, p. 360, 
Isaacson, Charles, D. "Music For Everyone," Dec, p, 359, 
1918 
Isaacson, Charles, D. Music for Everyone," Feb* p. 105; Man, 
p. 146; Apn, p. 237* 
Isaacson, Charles, D. "Galli-Curci—The Woman," Apn, p. 232. 
Anonymous. "Billing Grand-Opera Like a Circus," May, p. 278. 
Anonymous. "New York Weloemes Opera in English," Nov* p. 272 
(about The Sooiety of American Singers). 
Anonymous. "Famous French Orchestra Comes to America," Nov., 
p. 268. 
1919 
Key, Pierre, V. R. "Music and Musicians," Jan* p. 10; Feb* p. 
72; Man, p. 136, May, p. 268. 
Edgar, Randolph. "Reviving Gilbert and Sullivan," Feb* p. 86. 
Key, Pierre, V. R. "Novelties at Both Opera Houses," Apn, 
p. 66, 
Bleea, Vera, "Making a Prima Donna," Apn, p. 226, 
Fish, Denisen. "If I Were Gatti," Nov., p. 308. 
Fish, Denisen* "The Case Against the Musie Critics," Dec* p. 
392. 
1222 
Isaacson, Charles, D. "Brill iant Music Season Opens," Jan* 
p. 33. 
Isaacson, Charles, D. "New York's Musieal Menu," Fehy p* 102* 
Iaaaeson, Charles, D, "Behind the Scenes at the Opera," Dee* 
p, 348. 
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1221 
Isaacson, Charles, D. "Behind the Scenes at the Opera," 
Jan* p. 22. 
Warren, Frank. H. "Music Mad New York/ Jan* p. 34. 
Watkins, Mar, F. "Canned Musie," May, p. 320. 
Hart, Jerome. "Great Singing Aotors," May, p. 326. 
Anonymous, "Last Curtain Rings Down For Caruso," Oot* p* 216* 
1922 
Dorr, Charles, H, "Patti's Castle—A Shrine of Art," Aug* p, 
104* 
Nathan, Robert, "Musio," No*, p. 318; Dee* p, 390. 
1923 
Spaeth, Katharine, Lane. "Music," Jan., p. 42; Feb*, p, 36; 
Man, p. 36; Apn, p. 36; May, p. 36, June, p, 36; July, p« 
36| Aug* p. 36; Sept, p. 36; Oct* p. 36; Nov* p, 36; Dec* 
p, 36. 
Harreld, Orville* "My Memories of Oscar Hammerstein," Apt** 
p. 9. 
l£24 
Pelham, Adrian. "Music," Jan* p. 36; Feb* p. 34; Man, p. 34; 
Apn, p. 34. 
Vernon, Grenville. "Music," May, p. 34; June, p. 34; July, 
p. 34; Aug* p. 34; Sept* p. 34, Oet, p, 34; Nov,, p. 34; 
Dee* p. 34. 
1925 
Vernon, Grenville, "Music," Jan* p. 34; Fsb* p. 34; Man, p. 
34; Apn, p* 34; May, p. 40; Nov., p, 34; Deo* p* 34, 
Gershwin, George. "Our New National Anthem," May, p* 30 
(ahout Jasa). 
MoCermack, John. "The Troubadour Still Reigns," May, p, 42, 
Watkins, Mary, F. "The Nerve Faotory," Oet, p. 30 (back-
stage at the Met). 
1926 
Vernon, Grenville, "Musie," Jan* p. 34; Feb* p. 34; Manj, p. 
34; Apn, p. 34; May, p. 34; June, p. 34* 
Harkness, John. S. "The Phony Curtain Call," Feb* p, 10* 
Watkins, Mary. "Seeing the Operatie Wheels Go Round," Men* 
p* 20* 
Music 347 
1926 (continued) 
Savage, Riehard, "At Last An Intimate Opera-House," June, 
p. 24. 
Morris, Paul. "Will Jazz Die Young?" Deo* p. 20. 
1221 
Gershwin, George. "Jass Is the Voice of the American Soul," 
Man* P* 14. 
Vanderbilt, Cornelius, Jr. "'They Dragged Me to the Opera 
While My Heart Was in a Third Avenue 'Peanut Gallery"" 
June, p. 34. 
De Casseres, Benjamin, "Queen Caterwaul and Gilbert and 
Sullivan," Oct* p. 14. 
1928 
Meltser, Charles, Henry, "When Is Grand Opera 'Grand'?" Jan* 
p* 43. 
Anonymous, "Where Melody Thrills the Masses," Sept* p, 24 
(about the Lewisohn Stadium oeneerto). 
Llebling, George. "The Present Need for Native Opera," Nov*, 
p. 45. . 
Romberg, Sigmund. "Peep Into the Workshop of a Composer," 
Dee* p. 27. 
1929 
Kayo, Joseph, -"Famous First Nights: Cavalleria Rusticana." 
June, p. 16. 
Blech, Andre4. "American Music. Students at Fountainebleau," 
June, p. 25. 
Friml, Rudolph, "Jazz-zzz—The Springs in Our Feet," Nov* p. 
42. 
Anonymous, "Amerioan Opera," Nov*, p. 53. 
1930 
• Llebling, Estelle. "And Now It's the Opera," June, p. 36. 
Bauer, Marion. "Our Musie—Made In America," Oct, p. 30, 
Cleaves, Freeman, "They Say It With Music," Not, p.30. 
Bauer, Marion. "Our Musie—Made in America," Nov., p, 42, 
1931 
Adelman, Rose. "'And When I'm An Opera Star,'" Feb* p. 15, 
Kerby, Marion. "Recapturing America's Folk Musie," Feb* p. 
44. 
Howard, John Tasker. "Gala Premiere Peter Ihbetson," Apr.,p*21* 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH INDIVIDUAL PLAYS 
(Monthly Play Reviews of Individual Plays Are Not Listed Here) 
1221 
A. H, (Arthur Hornblow?) "Naaaretl*.. Saored Drama in Four 
Epeehs," by Clay M. Greene," Aug* p. 10. 
Anonymous. "A Flower ef Yeddo." Aug., p. 15. 
Anonymous. "Pioture and Short Review of Winchester." Aug* 
p. 17. 
McCarthy, Justin, Huntly. "The Tale of Francis Villon," Dec* 
p. 7* 
Anonymous* "Review of Colorado." Deo* p, 43, 
1102 
Anonymous. "Stephen Phillips' Drama, Ulysses." Apn, p. 15 
Grant, Percy, Stickney, Rev. "The Passion Play on the 
American Stage," May, p. 10. 
Anonymous. "Lady Gediva on the Stage," Aug, p. 8* 
Tyrrell, Henry. "D'Annunsio's Francesca Da Rimini," Aug* 
p. 18. 
Whitolook, William, Wallace. "Paul Heyse's Drama, Mary of 
Magdala." Sept* p. 12. 
R.S.W, "Maeterlinck's New Play, Monna Vanna." Sept* p. 16* 
R.S.W "Catulle Mendes Play, Queen Fiammetta." Oot* p* 16* 
isai 
Anonymous, "Tolstoi'* Novel, Resurrection, en the Stage," 
Feb* p, 50, ___ 
E.B.S, "Sardou's New Drama, Danjjo." Man, p. 73. 
Anonymous. "Ghosts and Other Problem Plays," Apn, p. 100. 
E.B. "Sardeu Reproaches Irving," May, p. 112, 
Anonymous, "New Play for Mr. Sothern?" June, p, 150, 
Cook, Roy, A, "The Great Hamlet Trial, • ," June, p. 151, 
Anonymous. "Business Is Business." Aug., p, 190, 
Anonymous. "A Pee Tale Dramatised," Aug* p. 191* ' 
Tyrrell, Henry. "A Bold Biblieal Drama," Aug* p, 205 (ahout 
The H*ly CJUy), 
Anonymous. "Anna Hold's Now Play," Aug* p. 208 (about M^lo, 
Napoleon). 
1221 
L.M.D. "Quaint Old Christmas Play as Performed in Germany," 
Jan* p. 28. 
Anonymous. "Sardou's New Drama, The Sorceress." Man* p* 61. 
Anonymous. "Greek Play Aeted by Greeks in New York," May, 
p. 123. 
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1904 (Continued) 
Anonymous. "Otis Skinner in The Harvester." June, p. 138, 
Whitelock, W. W. "Recent Noteworthy German Plays," June, p, 
156. 
Tyrrell, Henry. "Peres Galdos and His Drama Electra." July, 
p. 164. 
Anonymous. "Shakuntala. Hindu Drama, Performed in America*" 
Sept, P. 236. 
1205 
Anonymous. "New Plays Seen in Germany*" Man, p, ill, 
M.J.M, (Montrose J. Moses?) "The Idyls of Theocritus Staged 
in New York," Apn, p. 88, 
Moses, Montrose, J.,"Stage History of Famous Plays, No. 1. 
Romeo and Juliet." Apn, p. 92. 
Davidson, Lucretia. "Melster Manoli And Its Royal Author," 
Apn, p. 102, 
Moses, Montrose, J., "Stage History of Famous Plays, No. 2. 
School for Scandal." July, p. 166. 
Anonymous, "Some of the Scenes in Peter Pan. The New Play by 
James M. Barrio In Which Maude Adams Will Be Seen Next 
Season," Aug* p. 200. 
Anonymous. "Gustavo Salvini»s Opinion of Ibsen's Ghost." 
Sept* p, 218. 
Anonymous. "Two Notable New French Plays," Oct, p. ii (about 
The Duel and Soarron). 
Moses, Montrose, J. "Stage History of Famous Plays, No, 3, 
Lady of Lyons." Nov., p. 270. 
Anonymous, "No Woman May Appear in These Plays," Feb* p. 35. 
Anonymous. "Another Old Morality Play Produced in England," 
Feb* p. 50. 
Moses, Montrose, J. "Stage History of Famous Plays, No. 4. 
La Dame Aux, Came lias." Man, p. 64. 
Anonymous. "Abraham Lincoln On the Stage," Apn, p. 92. 
X.Y.Z. "Olga Nethersole's Coming Production of The Awaken-
ing." Dee* p. 323. 
1907 
Moses, Montrose, J. "Stage History of Famous Plays, No. 5. 
Diplomaov." Jan* p. 19. 
Tridon, AndrC. "The 'Symbolism' of Peer Ovnt." Feb* p* 48. 
Douglas, Kathrine. "Maeterlinck's New Play The Blue Bird." 
Feb*, p. 55. 
-A<& 
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1907 (Continued) 
Moses, Montrose, J. "Stage History of Famous Plays, No. 6. 
She Stoops to Conquer." June, p. 158. 
Mitchell, Louise, D. "The Hippodrome's Wonderful Goose," 
July, p. 183. 
Tyrrell, Henry. "Percy Mackaye's Poetic Tragedy Sappho And 
Phaon." Oct* p. 262, 
Gaillard, Eva, Ryman. "How Denman Thompson Wrote The Old 
Homestead." Nov., p. 294, 
Anonymous, "All London Discusses a Sensational Play," Dec* 
p. 321 (about Anthony Wharton's Irene Wvcharlev). 
Fltsgerald, W. G, "Pastoral Plays and Players in England," 
Dec* p, 326, 
1908 
A, H, (Arthur Hornblow?) "Sardou's New Play L'Affaire Pes 
Poisons." Feb* p. 37, 
R, S. (Richard Savage?) "The Ship. Gabrielle D'Annunsio's 
Latest Tragedy," Apn, p, 110, 
Anonymous, "The Servant In The House at the Savoy," May, 
p. 140. 
Moses, Montrose, J. "History of Famous Plays," No, 7, The 
Fool's Revenge." June, p, 169. 
Coppfe, Francois. "How Francois Coppfe Wrote Le Passant," 
Aug* p. 223. 
Anonymous. "Henry Bernstein's New Social Drama Samson." Sept* 
p. 234. 
McBride, Raymond. "The Play of Hiawatha—The Indian Epic," 
Sept* p. 234. 
Anonymous, "The Play of the Month—The Devil." Oct* p. 266* 
Anonymous. "The Play of the Month—Love Watches." Nov., p. 292. 
Anonymous. "Plays Worth Seeing— Taak Straw." Dec* p. 330, 
1909 
Anonymous, "Plays Worth Seeing—The Fighting Hope." Jan* 
p. 18. 
Anonymous. "Plays Worth Seeing--Salvation Nejil." Feb* p, 54* 
Monroe, Fred. "Paul Borget's Divorce Seen on The American 
Stage," Man, P* 100, 
Anonymous. "Story of The Easiest Way Told in Text and 
Picture," May, p. 81, 
Anonymous, "Plays Worth Seeing—The Third Degree." Man, p, 
96. 
Anonymous. "Story of J. M. Barriots Charming Comedy What 
Every Woman Knows Told in Picture and Text," Apn, p* 118, 
Anonymous, "Plays Worth Seeing—The Battle." Apn, p. 120, 
Anonymous, "Plays Worth Seeing—A Woman's Way." May, p, 160, 
Plays 351 
1909 (Continued) 
McCrea, Henrietta, A. "Catulle Mendes* Last Drama L'lmoera-
trlce." June, p. 172. 
H.H. McC. "La Furie At the Comedie Francaise," June, p. 191. 
Anonymous. "The Sign of the Rose at the Colonial Theatre," 
Aug, p. 61, 
Anonymous, "The Coburn Players in Canterbury Pilgrims." 
Sept, p. 96, 
Leonard, 0, "Smallest Play Ever Written," Dec, p. 188, 
Moses, Montrose, J, "Oberammergau and Its Passion Play," 
Deo* p, 190, 
1910 
Anonymous, "Clyde Fitch's Last Play," Jan* p. ix (about The 
City). 
Anonymous. "A New Frenoh Drama Expounds a Dangerous Doctrine," 
Feb, p. 42 (about The Lily). 
H.K.M. "Percy Mackaye's Fantastic Play The Scarecrow." Feb* 
p. 56. 
Anonymous. "Revival of The School For Scandal At the New 
Theatre," Feb* p. 62. 
Anonymous. "Edmond Rostand and Chanteoler." Man, p. 78. 
L.F.P. (Lucy France Pierce?) "Two Plays Which Have Made Hits 
in Chicago," Apn, p. 110 (about Miss Patsy and Miss Nobody 
from Starland), 
D'Annunslo, G, "D'Annunzio's New Tragedy," Apn, p. xiv (about 
Fodra). 
Anonymous. "Review of Moody's The Great Divide." Apn, p, xv* 
L.M.D. "Gerhart Hauptmann's OrIseIda." Apn, p. xvl. 
Anonymous., "American Play Wins Prize," Apn, p. xix (about 
Josephine Preston Peabody's The Piper). 
Meltser, Charles, Henry. "The First American Production of 
Hannele," May, p. 139, 
Annonymous, "Mother," May, p. 146. 
Rankin, McKee. "Behind the Scenes With The Two Orphans." May, 
p. 157. 
Anonymous. "Madame Nazimova's American Doll's House," May, 
p. 168. 
O'Connor, Evelyn, "An Immoral Miracle Play," June, p. 186 
(about Maeterlinck's Sister Beatrice). 
L.F.P. (Lucy France Pierce?)."Mabel Hite Pleases Chicago in 
Clever Faroe," July, p. 10 (about Townsend and O'Malley's 
A Certain Party). 
Menoken, H. L. "Et-Dukkeh.1emlana." Aug, p. 41 (A Doll's House). 
Steell, Willis. "Honor*" Do Balzac and the Pore Goriot 
Supper," Aug* p. 60. 
Gorot, Edward. "G. K. Chesterton's Toy Theatre," Sept, p. 88. 
Ware, Helen. "The Passion Play as I Saw It," Oct* p. 112. 
Henderson, Archibald. "The Most Impressive Spectacle Ever 
Set Upon a Stage," Nov., p. 146 (about Passion Play at 
Oberammergau)• 
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1910 (Continued) 
S t e e l l , Wi l l i s , "Daring Frenoh Plays Whleh Will Be Seen 
Here," Nov* p. 152 (about After Me. the— t La Vierte 
Ztllftf VB* *ti»i ftMti A ThAff aft t*n Eight; Thf VaKBtim 
Daneor and ethers). 
L.M.D, "False Gods." Nox, p. 160, 
Anonymous. "Pellfaa Et Hellsande Aotod With Unusual Settings," 
Deo* p. 194. 
Pierce, L, France. "New Plays in Chioago," Deo* p. 199. 
1211 
Anonymous. 
Jan* p. 
Pierce, L. 
Anonymous. 
p. 118. 
Anonymous. 
Petronius. 
"The Coburn Players in the Eleotra of Euripides," 
10. 
France, "The Great Name." Mar* p. 79. 
"Eyerone, Everywhere, Will Like Evervwoman." Apn. 
"The Martvdrom of Saint Sebastian." July, p. 5. 
"European Supplement," May, p. 177 (about 
Bernstein's lores Moi and Henry Bataille's L*Enfant de 
'Amour), 
1212 
Anonymous, "The Playboy of the Western World." Jan* p. 11 
Anonymous, "A California Forest Play," Feb* p. 64 (about 
' The Green Knight). 
Mawson, Harry, P. "Plays of Yesterday," Apn, p. 129 (awful 
plays of the past: Ladv Audlev's Secret. Lost; in, London, 
Mary Stuart;, The Tjokct of Leave Man). 
Anonymous. "The Real Story of Bunty." May, p. 150. 
Grau, Robert. "A Rage for Revivals," July, p. 14. 
Haekett, Karleten. "June Madness." Aug* p. 63. 
Patterson, Ada* "The Daughter of Heaven And Its Strange 
Authors," Sept* p. 70. 
Vom Baur, E. E. "Sohnitsler's Anatol A New Form of Play," 
Oot* p. 106* 
James, Charles. "An American Oberammergau," Oot* p* 122. 
E.E.v.B. (E.E* Vom Baur). "Louisa Aleett's Little Women; en 
the Stage," Nov., p. 142. 
Savage, Richard. "A Chinese Fairy-Tele," Dee* p. 191* 
Anonymous* "Chieago Applauds Eugene Walter's Nsw Play," 
Dee* p. 194* 
12U 
Steell, Willi*• "The Green Coat." Feb* p. 50, 
X.X. "The Poor Little Rich P-jrl,"- Mar* p. 71 
,>< ', i.J KtAJll 
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1913 (Continued) 
Vom Baur, Eva, E. "Joseph and His Brethren—A Pageant Play," 
Fay, Cranees, C. "Paris Stirred by a Patriotic Play," Apn, 
p. 103. (about Henri Lavedan's Servlr and The Duel, and 
Hervieu's Enigma). 
A.P. (Ada Patterson?). "Novelties in a Novel Play," Apn, 
p. 119 (about Years of Dlscretien). 
M.M. "Damaged Goods and How It Was Produced," May, p. 134. 
Steell, Willis. "Seme Spring Plays in Paris," June, p. 169. 
E.E.v.B, (E.E, vom Baur). "A Suffragette Play," June, p. 189 
(about Aristophanes* Lys1strata). 
Hersberg, Max, J. "A Nineteenth Century Joseph And Hi* 
Brethren." July, p. xx. 
Anonymous. "Tartarin On the Parisian Stage," Sept* p. 92. 
Sherrlck, J. "Whose is The Living Corpse Idea?" Oot., p. 122. 
Anonymous. "Longfellow's Evangeline Staged," Nov,, p. 146* 
Pingree, Maude. "The Yellow Ticket." Feb* p. 64. 
Fay, Frances, C. "Some Recent French Plays," May, p, 242, 
Fylei, Vanderheyden. "A Triple Alliance of the Stage," No**, 
p. 214. 
Anonymous. "The Making of My Lady's Dress." Dec* p. 268. 
1215 
A.P. (Ada Patterson?). "'Judy' On And Off the Stage," Jan* 
p. 50. (about Ruth Chatterton and Daddy Long-Legs). 
W.S. (Willis Steell?). "War Plays," Feb* p. 78. 
Anonymous* "Mme. Nasimova in War Brides." Man* p. 116* 
Moses, Montrose, J. "A Famous Broadway Premiere of Forty 
Years Age," May, p. 232 (about A Celebrated Caae at the 
Union Square Theatre). 
Morgan, M. "Svengall's Impersonator Talks of Trilby's First 
Night," May, p. 242. 
Greenwall, Harry, J. "Patriotic Plays That Aroused the War 
Spirit in Europe," May, p. 257. 
Meriden, Orson. "Greek Tragedies in CCNY Stadium," Juno, p. 
283 
W.S. (Willis Steell?). "Freak Plays." July, p. 29* 
Anonymous. "Miss Anglin in Greek Tragedy," Sept* p, 116. 
By One Who Was There. "When Society Gives a Shew," Oct* p. 
182, 
Morris, George. "The Eternal Magdalene." Nov* p. 227, 
Anonymous. "Meleeh." Non, p. 230. 
r* ic'l», lii'j-i 7 1c J' .nL'JlSg* 
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1216. 
Anonymous. "His Majesty Bunker Bean in Chioago," Man, P* 152. 
Anonymous• "Tnstiea." Mavr p. 296 (excerpts). 
M.M. "Peter Rabbit in Dreamland." June, p. 347, 
Anonymous* "The Stampede—Huae Show of Western Life." July, 
p. 19. 
Anonymous. "A Great Stage Speech," Aug,, p. 77 (in Justice). 
1212 
Anonymous. "Plays Worth While—Getting Married." Jan* p. 32. 
Anonymous. "The Facts About The Wanderer." Apn, p, 232. 
Ten Broeck, Helen. "William Elliott—The Stage Prodigal," 
May, p. 274. (ahout The Prodigal). 
Anonymous. "America** Firat Great War Pageant," Oct* p, 199. 
Anonymous. "More on the Red Cross Pageant," Nov., p. 267. 
lili 
• *t 
Anonymous* "Plays Worth While—L*Elevation." Jan* p. 12. 
Anonymous* "A Drama of Propaganda," Apn, p. 206 (about Her 
Country). 
Ten Broeok, Helen. "A Real Soldiers* Chorus," May, p. 282, 
Stuart, Susette, G. "For the Boys in Ssrviee," May, p* 302* 
Moses, Montrose, J. "Booking Actors in 'Over There'" June, 
p. 346. 
Bloom, Vera. "Biff-Bang Creates The Stage-Door Jane," Aug* 
p. 96. 
Sherwood, C Blythe. "A War Minstrel," Aug* p. 98* 
Howe, Walter, T. "New York's Famous Police Band," Sept*, 
p. 140* 
Anenymeus. "A Gripping Spy Play," Oot* p. 218 (about Under 
Orders). 
Anonymous* "New York Cheers Yin. Yip. Yaphank." Oot, p. 222. 
Ten Broeek, Helen. "The Genesis of a Propaganda Play," Oct* 
p. 226 (about Allegiance). 
Steele, Charles, M. "Say Let's Have a Show," Nov., p. 284* 
Anonymous. "Tolstoi Drama A Broadway Sensation," Dee*, p« 
358 (about Redemption). 
1219 
Seton, Harold, "Some Memorable First Nights," Feb* p* 84* 
Anonymous* "The Land That Might Have Been," Man, p. 156 
(about the forest scene from Dear Brutus). 
Anenymeus* "Maeterlinck's New War Play," Apn, p* 202 (about 
A Bur-remaster ef Balaini). 
Hale, Louise, Clesser, "Ths Hospital Theatre," Apn* P* 214* 
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1919 (Continued) 
Garside, Franoes, L. "Why A Cook?" May, p, 286 (about Tiger. 
l i im). 
Anonymous. "The Jest—An Art i s t i c Triumph," June, p. 352. 
Andrews, Charlton. "Theatrical Warfare in Olden Days," July, 
p. 28 (about Le Cid). 
Anonymous. "World Statesmen Applaud Yankee Aotors," Aug., p. 
84, 
Yexall , H. W. "Abraham Lincoln A London Sensation," Nov,, p, 
308. 
1920 
Anonymous. "Fighting Bolshevism With the Bible," Feb* p. 84 
(about The. Wayfarer). 
Arnold, Joseph. "The Young Vis i ters On the Boards," June, 
p. 528. 
Patterson, Ada. "Lishtnin' Breaks the Record," Nov., p. 272. 
Kogley, Howard, C. "An American Passion Play," Nov* p. 274. 
1221 
Anonymous. "Deburau—A Play of Disillusionment," Feb* p. 82. 
Meltser, Charles, Hsnry. "Revival of The Beggar's Opera." 
Feb* p. 86. 
Jones, Walter, Howe. "Mary Stuart—Queen of Love," May, p* 
318. 
Anonymous. "The F^rat Year." June, p. 204 (excerpts). 
Anonymous. "Nloe People." July, p. 16. 
Anonymous. "The Green Goddess." Aug* p. 84 (excerpts). 
Anonymous. "Mr. Plm Passes By." Sept* p. 152 (excerpts). 
Anonymous. "LiHorn." Oot* p. 220 (excerpts). 
Anonymous. "The Circle." Nov., p. 300 (exoerpts), 
Anonymous, "Dulev." Dee* p. 372 (exoerpts). 
1222 
Anonymous* "The Hero." Jan* p. 16 (excerpts). 
Anonymous* "A Bill of Divorcement." Feb* p, 84 (exoerpts)* 
Anonymous* "The Silver Fox." Man, p. 152 (exoerpts)* 
Anonymous* "Annie Christie." Apn, p, 220 (exoerpts)* 
Anonymous* "Ambush." May, p. 292 (exoerpts), 
Anenymeus* "The Dover Read." June, p. 360 (exoerpts), 
Themason, Adeline, O'Connor, "Oberammergau»s Passion Play," 
June, p. 376* 
Austin, F. A. "Th,o PUyittrf*" July, p. 1«. 
Anenymeus* "The First Fifty Years." July, p* 18 (exoerpts), 
Austin, F. A. "The Jury Judges Its First Play." Aug* p. 74. 
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1922 (Continued) 
"I2L2 
"TJu 
Anonymous • 
Anonymous. 
Anenymeus. 
Anonymous. 
Gilliam, Florence. 
Anonymoue. "East of 
Hairy APO." Aug* p. 80 (exoerpts). 
Truth About Blavds." Sept* p. 156 (exoerpts). 
"Kempy." Oct* p, 230 (excerpts). 
"A Serpent's Tooth." Non, p. 310 (excerpts). 
"Foreign—Letters," Deo* p. 378. 
Sues." Deo* p* 380 (exoerpts). 
1911 
Anonymous. "Loyalties." Jan* p. 28 (exoerpts). 
Anonymous. "Rain." Feb* p. 28 (excerpts). 
Anonymous. "The Fool." Man, p. 28 (excerpts). 
Anonymous, "Secrets." Apr,*, p. 28 (exoerpts). 
Anonymous. "Icebound." May, p. 28 (condensation). 
Anonymous. "The Adding Maohine." June, p. 30 (condensation). 
Anonymous, "You And I." July, p. 28 (condensation). 
Anonymous, "Uptown. West." Aug* p. 28 (condensation). 
Meltser, Charles, Henry. "London Applauds Civil War Hero," 
Sept* p. 12 (about Robert B. Lee). 
Anonymous. "Aren't We All?" Sept* p. 26 (condensation). 
Anonymous. "Sun UP." Oct* p. 26 (condensation). 
Anonymous. "Children ef the Moon." Non, p. 26 (eondensation). 
Anonymous. "The Changelings," Deo* p. 26 (condensation). 
1924 
Anonymous, 
Anonymous, 
Anonymous. 
Anonymous. 
Hiekok, Guy. 
"Tarnish." Feb, p. 26 (condensation). 
"White Cargo." Mar* p. 26 (condensation). 
"The Swan." Apn, p. 26 (eondensation), 
"Outward Bound." May, p. 26 (oendensation). 
"War Play Stirs Parisians to Wrath," June, p, 12 
(about Le Tombeau Sous L'Aro do Trlompho). 
Anonymous, "Spring Cleaning." June, p. 26 (condensation). 
Anonymous. "Hell-Bent For Heaven." July, p. 26 (oondenoation) 
Meltser, Charles, Henry. "Sex Plays on the Boulevards," Aug* 
p. 22, 
Anonymous, "Expressing Willie." Aus>, p. 26 (eondensation). 
Meltser, Charles, Hsnry. "Hassan—London Hit Coming to Broad-
way," Sept, p. 12. 
Untermeyer, Louis. "Three New Theatrioal Sensations," Sept* 
1924, p. 17. 
Anonymous. "The Shew-Off." Sept* p. 26 (condensation). 
Hornblow, Arthur. "London Plays to Thrill Broadway," Oct* 
p. 9. 
Anonymous. "Cobra." Oct, p. 26 (condensation). 
Anonymous. "Greenwloh Village Follies." Oet* p* 27* 
Anonymous, "Panning Mothers." Nov*, p, 28 (eondensation)* 
Maeauley, Thurston* "Congreve's Wit Amusss Broadway," Dee* 
p. 12, 
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1925 
Grein, J. T, "Play of Sea-Lure Captures London," Man, p. 20 
(about Blue Peter), 
Anonymous, "The Firebrand." May, p. 26 (condensation). 
Anonymous, "List of Plays Produced in New York City During 
the Last 25 Years," May, p. 50. 
Anonymous. "Desire Under the Elms." June, p. 26 (conden-
sation). 
Hornblow, Arthur. "The Editor's Uneasy Chair—Pulitzer 
Prise," July, p. 7. 
Grein, J. T. "Noel Coward's New Play Amuses London," July, 
p, 22 (about The Fallen Angels). 
Anonymous, "Old English." July, p. 26 (condensation), 
"They Knew What They Wanted." Aug* p. 26 (conden-Anonymous 
aation). 
Anonymous. 
Anonymous• 
Anonymous. 
Kaye, Benj, 
The Green 
"The Fall Guy." Sept* p. 26 (condensation), 
"The Poor Nut." Oct* p. 26 (condensation). 
"The Family Up-stairs." Nov*, p. 26 (condensation). 
M, "The Green Derby." Dec, p. 22 (travesty on 
Hat). 
Anonymous. "The Cradle Snatohers." Dec, p. 26 (condensation). 
1926 
Grein, J. T. "Costume Plays Captivate London," Jan* p. 22. 
Anonymous, "The Vortex." Jan* p. 26 (condensation). 
Anonymous. "Young Woodley." Feb* p. 26 (condensation). 
Anonymous. "The Enemy." Man* p. 26 (condensation). 
Erskine, Lloyd, Wheeler. "Palm Beach S'Amuse," Apn, p. 12, 
Anonymous, "Craif'a Wifaf" Apn* P* 26 (condensation). 
Anonymous. 
sation). 
Ervine, St. 
Anonymous, 
Bechert, 
July, p. 
Anonymous. 
Ervine, St. 
Anonymous. 
Anonymous. 
Anonymous. 
Anonymous. 
Anonymous• 
sation). 
"Love 'Em and Leave 'Em." May, p. 26 (conden-
John. "Daring New Plays in London," June, p. 20. 
"The Wisdom Tooth." June, p. 26 (condensation). 
Paul. "The Circus Princess Triumphs in Vienna," 
20. 
"One of the Family." July, p. 26 (condensation). 
John. "On the London Stage," July, p. 30. 
"Bride of the Lamb." Aug, p. 26 (condensation). 
"Kongo." Sept* p. 26 (condensation). 
"Pomerov's Past." Oot* p. 26 (condensation). 
"The Great God Brown." Non, p. 26 (condensation). 
"Juarez and Maximilian." Dec, p. 26 (conden-
1927 
Anonymous. "Broadway." Jan* p. 26 (condensation). 
Anonymous. "The Play's The Thing." Feb* p. 26 (eondensation). 
Anonymous. "The Constant Wife." Man* P* 26 (eondensation). 
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1927 (Continued) 
.Anonymous. "The Barker." Apn, p. 24 (condensation). 
Anonymous. "Tommy." May, p. 24 (condensation). 
Anonymous. "The Road to Rone." June, p. 28 (condensation). 
De Casseres, Benjamin. "A Non-Slush Probe into Abie's Irish 
Rose." July, p. 7. 
Anonymous. "Saturday's Children." July, p. 24 (condensation). 
Anonymous. "In Abraham's Bosom." Aug* p. 24 (condensation). 
Anonymous. "Crime." Sept, P. 26 (condensation). 
Anonymous. "Blood Money." Oct, p. 26 (condensation). 
Anonymous. "The Letter," Non, p, 28 (condensation). 
Anonymous. "The Trial of Mary Dugan." Deo* p. 28 (conden-
sation). 
1928 
Anonymous, "Interference." Jan*, p, 28 (condensation). 
Anonymous. "Coquette." Feb*, p. 24 (condensation). 
Anonymous. "The Royal Family." Man, p. 28 (condensation). 
Anonymous. "Behold. The Bridegroom." Apn, p. 28 (conden-
sation). 
Anonymous. "The Queen's Husband." May, p. 28 (eondensation). 
Anonymous, "The Baeholer Father." June, p. 24 (eondensation). 
Anonymous. "The Outsider." July, p. 24 (eondensation). 
Anonymous. "The Front Page." Aug* p. 24 (condensation). 
Anenymeus. "Elmer Gantry." Sept* p, 26 (condensation). 
Anonymous. "Ringside." Oet, p. 30 (eondensation). 
Davis, J. a* told to L. Mogiliver. "The Truth About JbjL 
LaiAfir," Nov., p. 15. 
Anonymous. "The Big Pond." Nov* p. 32 (condensation). 
Anonymous. "This Thins Called Love." Dee*, p. 32 (conden-
sation). 
1929 
Zuokor, A. "Hew 'Chinese' Is Our Chinese Drama?" Jan., p. 18 
(about Yellow Jacket), 
Anonymous, "Maahinal." Jan* p. 32 (condensation). 
Anonymous. "Jealousy." Feb, p. 30 (condensation). 
Anonymous. "Wines Over Europe." Man, p. 30 (condensation). 
Anonymous. "Street Seene." Apr., p. 26 (eondensation). 
Kaye, Joseph. "Famous First Nights," May, p. 15. (about 
Sftphe). 
Scribe, Henore, St. Simon. "The Biggest Show in Paris," May, 
p. 22. 
Anonymous. "Kibitsor." May, p. 26 (condensation). 
Anenymeus. "Let Us Bo Pay." June, p. 28 (oendonsation). 
Scribe, Hen ere', St. Simon. "Paris Is Excited Over a Now 
Play," July, p. 22. 
Anonymous. "The Camel Through The Needle*a Eve." July, p, 
24 (oendonsation)* 
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1929 (Continued) 
Anonymous. "Bird In Hand." Aug* p. 24 (eondensation). 
Kayo, Joseph. "Famous First Nights," Aug* p. 26 (about 
Uncle Tom's Cabin). 
Anonymous. "Journey's End." Sept, p. 25 (condensation). 
Anonymous. "Soldiers and Women." No*, p. 39 (condensation). 
Anonymous. "The Criminal Code." Dee* p. 41 (eondensation). 
1930 
Anonymous. "Berkelv Square." Jan* p. 33 (condensation). 
Anonymous. "June Moon." Feb* p. 32 (condensation). 
Anonymous. "Meteor." Man, p. 32 (condensation). 
Anonymous. "Children of Darkness." Apn, p. 32 (condensation). 
Anonymous, "The Green Pastures." May, p. 32 (condensation). 
Anonymous. "Topase." June, p. 32 (condensation). 
Anonymous, "The First Mrs. Frazer." July, p. 32 (conden-
sation), 
MeDermott, William, P. "That Curious Phenomenon—Oberammergau," 
July, p, 38. 
Anonymous. "Lysistrata." Aug.-Sept* p. 33 (condensation, trans, 
by Gilbert Seldes). 
Anonymous. "Dancing Partner." Oct, p. 33 (condensation). 
Anonymous. "Toroh Seng." No-*, p. 34 (condensation). 
Anonymous. "Once in a Lifetime." Dec* p, 35 (eondensation). 
Anonymous, ". . .Look Away. Dixieland." Dec* p. 47 (conden-
sation). 
1931 
Harris, Paul, "Christmas Shopping in the Theatre," Jan* p, 15, 
Anonymous, "Bad Girl." Jan* p. 33 (condensation). 
Anonymous. "Words and Music." Feb* p. 20, 
Anonymous. "Grand Hotel." Feb., p. 33 (condensation). 
Dale, Charles. "First Birthday Party," Man, p, 14 (about 
Green Pastures). 
Bailey, Ralph, Sargent. "Those Barretts of Wimpole Street," 
Man, p. 19. 
Anonymous. "Tomorrow and Tomorrow." Man* P* 33 (condensation). 
Anonymous. "The Barretts ef Wimpole Street." Apn, p, 33 
(eondensation). 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH INDIVIDUAL FUYWRIGHTS 
1221 
Anonymous, "Mr, Clyde Fitch—An Interview," May, p. 10. 
Moffett, Cleveland. "The Essence of Rostand's Greatness," 
July, p. 10. 
Limedorfer, Eugene. "Henrik Ibsen—The Man," Sept, p. 8. 
1902 
Tyrrell, Henry. "Stephen Phillips and the Mantle of 
Shakespeare," June, p. 21. 
Price, W. T. "Is Rostand a Plagiarist?" July, p. 13. 
Fiske, Mrs. "Ibsen's Influence on the Drama," Dec* p. 28. 
1903 
Von Ende, A. "The Rise of the Woman Playwright," May, p. 115, 
(about Roowitha, Aphra Behn and other women playwrights). 
Anonymous. "Clyde Fitch's Latest Novelty," May, p. 124 (a 
satire). 
Anonymous. "Edmond Rostand's Plans for the Future Do Not 
Inolude Sarah Bernhardt," Sept, p. 224 (interview with Mrs. 
Rostand). 
1904 
Anonymous. "Has an Author Absolute Property in His Brain-
Work?" Man, p. 72 (interviews with Sardou, Paul Hervieu, 
Clyde Fltoh, Bronson Howard, Mounet & Sully, Coquelin, 
Cadet, Jules Claretie, and A. H. Hummel). 
Pieroe, L. France, "George Ade Talks of His Stage Ideals," 
Non, p. 287. 
Kobbe, Gustav. "George Bernard Shaw as a Person," Deo* p. 
318. 
A. H. "American Dramatists Honor George Ade at Delmonlco's," 
Deo* p. 322. 
1205. 
Harbee, Paul. "The Real Henrik Ibsen," Jan* p. 11. 
Huneker, James. "Paul Hervieu Talks of His Plays," Feb, 
p. 39.. 
Norman, Gertrude. "Arthur Symons—Poet, Critic, Playwright," 
Mar* p. 67. 
Tyrrell, Henry. "Edgar Pee and the American Drama," Mar* p, 
78, 
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1905 (Continued) 
Huneker, James, "August Strindberg and His Plays," Apn, p. 89. 
Anonymous. "Death of A. L, Laneaster," Aug,, p. 187. 
Brieux, Eugene (trans, by Manfred Lilliefors). "The True 
Mission of the Stage," Oot, p. 246. 
Lathrop, Elise, "The Two D'Annunsios—Gabriels and Antonio," 
Nov* p. 273, 
Anonymous, "Shaw Calls Us Provincial," No-*, p. v. 
Anonymous, (probably Arthur Hornblow). "The People Vs. George 
Bernard Shaw," Dec* p. 296. 
P.V. "'My Plays Advocate Moral Reform!' Says Shaw", Dec* p. 298 
(interview with Shaw). 
Tower, Grace, Hortense. "How Augustus Thomas Writes His Plays," 
Dec, p, 304, (interview with Thomas), 
1906 
St. Cyr, Dirce. "A Visit to Maurice Maeterlinck," Jan., p. 11* 
Dixon, Thomas, Jr. "Why I Wrote The Clansman." Jan., p. 20. 
Anonymous. "A Chat With the Author of the Walls of Jericho." 
Man* P* 63 (interview with Alfred Sutro). 
Anonymous. "Ludwig Fulda—Distinguished German Dramatist— 
Here," Man, p. 68. 
Tower, Grace, Hortense. "Bronson Howard—Dean of American 
Dramatists," Apn, p, 99, (interview with Howard). 
Sardou, Vietorien (trans, by George Fraser). "How Sardou Writes 
His Plays," May, p. 133, 
Patterson, Ada. "Some Theories of Playmaking by a Playmaker," 
June, p. 157, (interview with Charles Klein). 
Anonymous. "Henrik Ibsen—His Plays and His Philosophy," June, 
p. 177. 
Anonymous. "The Career of Henrik Ibsen," July, p. ix. 
Bell, Archie, "'No Pleasure in the Theatre for Me', says 
Pinero," Sept* p. 234. 
Frame, Virginia. "Women Who Have Written Successful Plays," 
Oct* p. 264, (about Martha Morton, Marguerite Merington, 
Grace Livingston Furniss). 
Jones, Henry, Arthur. "A Plea for the Printed Drama," Oct* 
p. 268, 
Anonymous, (possibly Arthur Hornblow), "Peer Gvnt and Other 
Ibsen Plays," Nov*, p. 291, 
Tyrrell, Henry, "The New Sothern-Marlowe Poetic Drama," Nov, 
p. 309, (about Percy MacKaye, Henry Walcott Boynton and 
William Vaughn Moody,) 
1907 
Patterson, Ada. "Hew a Rapid-Fire Dramatist Writes His Plays," 
Jan* p. 14, (interview with Clyde Fitch) . 
Patterson, Ada. "Evolution ef a Dramatist," May, p. 128 (interview with George Broadhurst). 
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1907 (Continued) 
Patterson, Ada. "A Chat With the Author of The Scuaw Man." 
Sept* p. 240, (interview with Edwin Milton Royle). 
Tuohelsky, Johanna. "Henryk Sienkiewics in the United 
States," Sept* p. 248. 
Bell, Archie. "A Morning Call on Paul Hervieu," Oct* p. 271. 
Tyrrell, Henry, "Walter Malone—A New American Dramatist," 
No*, p. 293. 
Patterson, Ada. "The Story of a Successful Woman Play-
wright," Nov* p. 301, (interview with Grace Furniss). 
Patterson, Ada, "Steele MacKaye's Poet-Playwright Son," Deo* 
p. 338, (interview with Percy MaoKaye). 
1908 
Craven, H. T. "William J, Locke—Novelist and Dramatist," 
Jan* p* 13. 
Opp, Francis. "Have We An Ibsen Amongst Us?" Man, p. 73, 
Anonymous, "The Late Bronson Howard and His Work," Sept* p. 
232. 
Patterson, Ada. "Eugene Walter—The Insurgent Dramatist," 
Oet, P* 272. 
P.V. "William Somerset Maugham and His Plays," Oot* p. 278. 
W.T.P. "Victorien Sardou—The World's Master Playwright," 
Dee* p, 317. 
1909 
A.P. (Ada Patterson). "Charles Rahn Kennedy and His Plays," 
Jan* p. 8. 
Collins, Charles, W. "The Drama of the Jew," Feb* p. 58, 
(about Israel Zangwill and Henry Bernstein), 
Chapin, Benjamin, "How I Wrote My Lineoln Play," Man, p, xvi. 
Rostand, E. "Edmond Rostand's Farewell to Coquelin," Apn, 
p. 134. 
Patterson, Ada. "Edith Ellis—A Woman Insurgent Dramatist," 
May, p. 152, 
Stephenson, Edgar. "Henry Bernstein—France's New High-
Pressure Playwright," May, p. 155. 
X.Y.Z. "The Golden Book of Jules Masssnet," June, p. 196, 
(also material taken from the introduction to the book by 
Louis Sehneider). 
Von Ende, Amelia, "Henrik Ibsen and the Women of His Dramas," 
Aug* p. 48, 
Kessler, D, E, "L. Frank Baum and His New Plays," Aug* p. 62. 
Anonymous. "The Ameriean Stage Loses Clyde Fitch," Oct, p. 
112. 
Patterson, Ada. "A Chat With the Dean ef Amerioa's Women 
Playwrights," Oet* p. 126 (about Martha Morton). 
Von Ende, A. "A New Yiddish Dramatist Coming Hero," Oct* 
p. 131, (about Seheloa Asch). 
,. U, f >v. A 1M«Yi\l 
Playwrights 363 
1909 (Continued) 
Bell, Archie. "The Real Clyde Fitch," Nov* p. 158. 
Steell, Willis. "Clyde Fitch as a Collaborator," Deo* p. 176. 
Savage, Riehard. "The Pecuniary Rewards of Playwriting," Dec* 
p. 186. 
1910 
Von Ende, A. "Hugo Von Hofmannsthal—A Portraitist of the 
Modern Neurasthenic", Apn, p. 108. 
Stahl, Bernard, "Bjornstjerne Bjornson and His Plays," Apr* 
p. 112. 
Patterson, Ada. "Woman Must Live Out Her Destiny," May, p. 
134, (about Rachel Crothers). 
Sheridan, R. B. "Some Secrets of the Dramatist's Workshop," 
May, p. 144. 
, "More Secrets of the Dramatist's Workshop," July, 
p. 12. 
Bell, Archie, "A Dramatist Who Writes His Plays in a Tent," 
Aug* p. 62 (about Avery Hopwood). 
Anonymous, "More Secrets of the Dramatist's Workshop," Sept* 
p. 71. 
Hartley, Randolph. "New Dramatists Who Have Captured Broad-
way," Sept* p. 81, (about W. J, Hurlbut, Edward Sheldon, 
A, E. Thomas, J. E, Goodman, P. E, Browne, T. Buchanan), 
Bell, Archie, "Henry Irving's False Prophecy of Maeterlinck," 
Sept*, p. 92. 
Morgan, Mary, "A Wedded Pair of Successful Playwrights," Oct* 
p. 103, (about Margaret Mayo and Edgar Selwyn). 
Conover, Charlotte, Reeve, "Moliere," Dec, p, 186, 
1911 
Patterson, Ada, "A Successful Woman Playwright," Man* P* 90, 
(about Anne Caldwell), 
Anonymous, "More Seoreta of the Dramatist's Workshop," Mar* 
p. 97. 
Norman, Gertrude. "Porto-Riche and His Sensational New Play," 
Apn, p. 110. 
A. P. (Ada Patterson). "A Chat With the Author of The Boss." 
Apn, p. 130, (about Edward Sheldon). 
Bell, Arehie. "Hereditary Dramatic Genius," Apn, p, 132, 
(about Edmond Rostand and his son Maurice), 
Hatten, Frederic "Some Chicago Playwrights," May, p, 173, 
(about Wilbur Nesbit, George Ada, Joseph Medill Patterson, 
Wallace Rice, H. S. Sheldon, William McGuire, George 
MeCutcheon, Arthur Jerome Eddy), 
Blake, Warren, Barton, "A Great Irish Playwright: John M. 
Syngo," June, p. 202, 
Lawrence, W, J, "A Nineteenth Century Goldsmith," July, 
p. 12, (about W. G. Wills). 
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1911 (Continued) 
de Rennes, Brander. "The Maeterlinoks," Oct, p. 128. 
Patten, Grace, Bigelow. "A Pioneer Woman Playwright," Oct* 
p. 134, (about Mrs. Inohbald). 
West, Louise Bronson. "Dangerous Plays," Nov,, p. 168, (Tom 
Robertson included in the discussion). 
1912 
Bell, Archie. "Arnold Bennett as a Playwright," Jan* p. 17. 
Mawson, Harry, P. "Dickens on the Stage," Feb, p. 46. 
Crawford, Mary, Carolyn, "The Wife of Maeterlinck," Man, p. 
87. 
Blake, Warren, Barton. "Rostand Before Cyrano." Man, p. 89. 
Herzl, Theodore, "Why I Don't Write Plays," Man, p, 98. 
Brown, Warren, Wilmer. "A Veteran Dramatist on Play Making," 
Apn, p, 135, (about Henry Arthur Jones). 
Anonymous. "Harvard University's School for Playwrights," 
May, p. 154. 
Anonymous. "An Interview with the Author of The Pigeon." May, 
p. 158, (about John Galsworthy). 
Steell, Willis. "A New Bernstein Play," June, p. 174. 
X.X. "A Book on Playwriting," Aug, p. 42, (an attack on 
William Archer's principles of dramaturgy). 
Anonymous. "A Chat With the Author of Ready Money." Nov., p. 
154, (about James Montgomery). 
Moses, Montrose, J. "The Sailor Dramatist," Dec* p. 176, 
(about John MasofleId). 
1211 
Moses, Montrose J. "The Author of Carnival." Jan., p. 26, 
(about Compton Mackenzie). 
Sheldon, Edward. "How Sheldon Writes Plays," Jan., p. xxi. 
Herts, B, Russell. "The Greatest French Dramatist Since 
Moliere," Man, P* 92, (about Eugene Brieux). 
Fay, Frances C, "Giannino Antona-Traversi and His Plays," 
May, p. 138. 
Calhoun, R. "A Lesson From Moliere," July, p. 10, 
G.C.J. ("The Author at a 'First Night'", July, p. 32. 
Patterson, Ada. "Why My First Play was a Success," July, p. 
12, (about Eleanor Gates). 
Bean, Theodore. "A Chat With Judith Gautier," Aug* p. 59. 
Fay, F.C. "The Author of The Lure." Oct, p. 124, (about 
George Scarborough), 
X.X, "Big Earnings of Big Plays," Nov* p. 150, (mainly 
about James Barrie). 
Fay, Franoes, C. "Strindberg—The Swedish Titan," Dec* p, 
202. 
Raeburn, Eleanor. "Early Feminine Dramatists," Dec* p. 194 
(16th cent, on). 
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1934 
Bell, Arehie. "Famous Mothers of the Stage," Jan,, p. 32, 
(mainly about Shakespeare, Ibsen, and Shaw). 
Cheney, Sheldon. "The New English Dramatists." Feb* p. 81, 
(mainly about Shaw, Galsworthy, and Barrie), 
Carr, Alex and Barney Bernard. "The Humor of the Jewish 
Character," Man, p. 136. 
M.P. "The Yeats—Father and Son," Apn, p. 176. 
Patterson, Ada. "Bernard Shaw as Seen by an American Actress," 
May, p. 234, (about Mary Lawton and Shaw). 
Cohan, George, M. "What the American Flag Has Done for Me," 
June, p. 286, 
Patterson, Ada. "How Kitty Mackav and Jerry Were Born," June, 
p. 300, (about Catherine Chisholm Cushing). 
Coward, Edward, Fales. "The $10,000 Prize Play," July, p. 11, 
(about Alice Brown). 
Patterson, Ada. "Harriet Ford—A Successful WomanDramatist," 
July, p. 18. 
d'Abdank, Charles. "Strindberg and Bjornson," July, p. 27. 
Lege, Marc. "A Dramatist Who Disseots The Feminine Soul," 
July, p. 32 (about Maurice Donnay). 
Anonymous. "Like Father, Like Son," July, p. 33 (about Edmond 
Rostand), 
Dodge, Wendell, Phillips. "On Trial—A Play Written Backwards," 
Oet* p. 160, (about Elmer L. Reizenstein /Elmer Ricj/). 
Calder, Chester, Thomas. "Percy MacKaye on the Poetic Drama," 
Non, P. 222. 
A.P. (Ada Patterson). "Roi Cooper Megrue—The Boy With Two 
Plays on Broadway," Dec* p, 276, 
1915 
Steell, Willis. "Brieux—Playwright and Propagandist," Jan., 
P. 24. 
Denig, Lynde. "Vicissitudes of a Playwright," May, p. 235, 
(about Eugene Walter). 
• "Vicissitudes of a Playwright," June, p. 293, (about 
Charles Klein). 
. "Vicissitudes of a Playwright," July, p. 9, (about 
Edward Loeke), 
Steell, Willis. "Jules Bois Writer of Idealistic Plays," July, 
p. 34, 
Denig, Lynde. "Vicissitudes of a Playwright," Aug* p. 71, 
(about Porter Emerson Browne), 
Steell, Willis. "The Play Doctor," Aug,, p. 85. 
Willard, Grace, "Edward Knoblauch: Dramatist of Dreams," 
Sept* p. 134. 
Anonymous. "The Ideal Stage Situation," Oct, p. 179 (comments 
by Philip Barthelomaie; Elmer L. Reisenstein /Rice/; Owen 
Davis; Edward Peple; Byron Ongley and Mary Austin), 
de Weisser, H. "If I Were to Write a Play," Nov., p. 239, 
(eomment* by E, H, Sothern; Julia Sanderson; George M, 
Cohen; William Faversham; Mme, Nazimova). 
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1916 
Denig, Lynde. "Vicissitudes of a Playwright," Jan* p. 17 
(about Jules Eokert Goodman). 
Moses, Montrose, J. "An Englishman With Three Plays Here," 
Feb* p. 92 (about Horaeo Annesley Vachell). 
Steell, Willis. "Where Do Dramatists Find Ideas?" Man, p. 
151, (about Augustus Thomas, Henry Arthur Jones, George 
Broadhurst), 
A.P. (Ada Patterson?). "Strindberg, The Man, Disoussed by 
His Widow," Apn, p. 228. 
Tyler, George, C. "What I Think is a Good Play," May, p. 283. 
Ton Broeek, Helen. "Interviewing a Princess-Playwright," 
May, p. 285 (about Amolie Rives, Princess Troubetskoy). 
Patterson, Ada. "The Story of a Cinderella Man," July, p. 29 
(about Edward Childs Carpenter). 
Nobles, Milton, "Some Unwritten Stage History," July, p. 31 
(about theatre in Omaha in 1867-1868). 
Moses, Montrose, J. "Early American Dramatists," Oct* p. 208. 
Maroin, Max. "Hew I Sold My Plays," Nov* p. 268. 
Moses, Montrose, J. "Early American Dramatists," Nov*, p, 276 
(about William Dunlap), 
1211 
Moses, Montrose, J, "Early American Dramatists," Jan., p. 34 
(about Mrs, Mercy Warren), 
Morris, Paul, "Lord Dunoany—A Soldier Playwright," Feb., p. 
96. 
Moses, Montrose, J. "Early American Dramatists," Man, p, 
142 (about Mrs. Mowatt), 
Belles, William. Bernard Shaw: A Left Handed Compliment," 
Apn, P. 200. 
Ten Broeek, Helen. "Rida Young—Dramatist and Garden Expert," 
Apn, p. 202, 
Andrews, Charlton. "Wht Not the Strolling Playwright?" May, p. 
268 (ahout Moliere). 
Moses, Montrose, J. "Early American Dramatists," May, p. 294 
(about John Howard Payne). 
Hatten, Frederic and Fanny. "Why We Prefer to Write Comedy," 
July, p. 7. 
Moses, Montrose, J. "Early American Dramatists," July, p. 14 
(about The Philadelphia School, Bird, Boker and Conrad). 
Seton, Harold. "When Peter Pelham Wrote a Play," July, p. 18 
(satire?). 
Varian, Edward. "When Playwrights are Through," July, p. 24 
(about Pinere, H. A. Jones and Bronson Howard). 
Sherwin, Louis. "Ths Plague of Dramatised Novels," Sept* p. 
120 (an attack en Sarcey, Freytag and Archer). 
Anonymous. "Frank Craven—Comedian-Playwright," Sept, p. 146. 
Savage, Courtenay. "Enter the Playwright-Manager," Oet* p. 
220 (about George Broadhurst). 
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1917 (Continued) 
Ten Broeck, Helen. "Jack Haszard—Laughter Dramatist," Oct, 
p. 224. 
Anonymous. "Is Bernard Shaw Sincere?" Nov., p. 264 (collected 
comments by actors, actresses and managers). 
Cohan, George, M. "The Art of Adapting Plays," No%, p, 284. 
O'Connor, Ellen. "A Team of Playwrights Extraordinary," Dec* 
p. 368 (about Guy Bolton and P. G. Wodehouse). 
1918 
Steell, Willis, "Pitfalls of the Successful Dramatist," Jan, 
p.. 38. 
Atherton, Gertrude. "What the Theatre Means to the Author," 
Feb* p. 102, 
Cobb, Irvln. "Why Write Plays?" Man, p. 138. 
Patterson, Ada. "Wealth Not a Bar to Playwriting," May, p. 
296. 
Shapiro, Nathaniel, S. "G.B.S. in Hackneyed Moments," May, 
p. 300. 
Thornton, Bernard. "Oscar Wilde—A Reminiscence," June, p. 
370. 
Bell, Lisle. "My First Play," Sept* p. 160, 
1919 
**aB*aaa*jna*nBan> 
Anonymous, "Rostand, Great French Poet, Dean," Jan*, p. 12. 
Shipman, Samuel. "All Life is Melodrama," Apn, p. 198. 
Cohen, Oetavus, Roy. "Jimmying My Way into the Theatre," Oct* 
p. 238. 
Lowenberg, Walter, A. "Actors Who Write Plays," Dec* p. 372 
(about Shakespeare, Moliere, Irving, Smith, Gillette, Cohan 
and others). 
Moses, Montrose, J. "Maeterlinck—Belgium's Mystic Poet," 
Jan* p. 12. 
Moulan, Frank. "The Humor of Gilbert and Shaw," Man, p. 158. 
Coleman, Alta, May. "Personality Portraits," Apn, p. 264 
(E. O'Neill). 
Spong, Hilda. "Working with Pinero, Barrie and Shaw," Mid, 
p. 32. 
Cohan, George, M. "The American Play," Not, p. 254. 
Patterson, Ada. "Gilda Varesi—Star and Playwright," Dec, 
p. 360. 
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1221 
The Editor, "Editor's Pegs— G.B.S.," Man, p. 151. 
Graham, Richard. "Georgette Leblano—An Ageless Woman," 
Man* P* 174. 
Meltser, Charles, Henry, "O.B.S.—High Priest of Misanthropy," 
Apn, p. 238. 
Kummer, Clare. "The Essence of the Drama," May, p. 334. 
Patterson, Ada. "Players Who Write Plays," June, p. 418 
(about Frank Bacon, Zolda Sears, Virginia Harned, Fred 
Stone, Cohan and ethers). 
Van Doren, John. "How to Write a Play," Oct* p. 212 (Avery 
Hopwoed). 
1122 
Van Doren, John. "Zoe Akins—A Playwright With Ideas," Feb* 
p. 76, 
Mosss, Mentress, J* "Ths Whimsioal Mr, Milne," Apn, p. 238, 
Moses, Mentress, J, "The Metamorphosis of Owen Davis," May, 
p, 300* 
Cohan, Helen, Costigan* "Bringing Up Georgie Cohan," May, 
p. 312. 
Harris, William, Fsnwiek* "Moliere—Man of the Theatre," 
July, p. 38* 
Miles, Carlton* "Jatmts Into Brightest England," Oot* p. 213 
(about Shaw), 
de Cesser os,-*Ben. "Adrift in ths Roaring Forties," Oet* p. 
236 (about O'Neill). 
Cheney, Sheldon* "Who Are the American Playwrights—And Why?" 
Bee* p. 360 (about Hopwoed, O'Neill, C.R..Kennedy, Susan 
Glaspell and ethers). 
Mils*, Carlton* "Jaunts into Brightest England," Dec* p. 364 
< (about Galsworthy). 
Coleman, Alta, May* "The Nugents Charm Broadway," Deo* p. 388* 
1*23 
Rohe, Alieo. "Pirandello—The Theatre's Latest Genius," Feb*, 
p. 9. 
Anonymous. "Hsard on Broadway," Feb, p. 39, (about Owen Davis). 
Mil,es, Carlton. "Jaunts Into Brightest England," Apn, p. 25, 
(about Sir Arthur Wing Pinero). 
Meltser, Charles, Henry* "Plays Modern and Near-Modern," July, 
p. 9, (about Elmer Rioe, Eugene O'Neill, Arthur Richman, 
Philip Barry, John Lawson)* 
Miles, Qarlttn* "Jaunts.Into Brightest England," July, p. 
23, (about Alan Arthur Milne). 
Holeomb, Willard* "Panning Channing," Aug* p* 19, (about 
Channing Pellook)* 
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1924 
Carb, David. "Pity the Poor Playwright," Man, p. 10. 
Hopwoed, Avery. "Why I Don't Write More Serious Plays," 
Apn, p. 10. 
Cohan, George, M, "Why My Plays Succeed," May, p, 9. 
Bird, Carol. "Eugene O'Neill—The Inner Man," June, p. 9. 
Clark, Barret, H. "Ernst Toller, Dramatist of the 
Proletariat," June, p. 22. 
Nichols, Anne. "The Million Dollar Hit," July, p. 19. 
Bird, Carol. "The Men Who Write the Hits," Aug., p. 10, (about 
George Kelly). 
Bird, Carol. "The Men Who Write the Hits," Sept, p. 10* 
(about Lynn Harding). 
Sears, Zelda. "A Woman Playwright's Secret," Sept., p. 24. 
Bird, Carol. "The Men Who Write the Hits," Oct* p. 10, (about 
Hatcher Hughes). 
Bird, Carol. "The Men Who Write the Hits," No*, p. 10, (about 
Martin Brown). 
Savage, Riehard. "Laughs While You Wait," Dec, p. 24, (about 
Arthur Wimpens). 
Bird, Carol. "The Men Who Write the Hits," Dec, p. 28, (about 
Maxwell Andersen and Laurence Stallings). 
1&25. 
Rosenfield, Sydney, "Confessions of a Playwright," Jan., p. 
12; Feb, p. 25; Man, p. 25; Apn, p. 25; Aug,, p. 38; Nov., 
p. 70. 
Grein, J. T. "Galsworthy Again Scores With Masterly Play,_"_ 
Jan* p. 26. 
Wilson, B.F. "The World's Most Daring Dramatist," Feb* p. 9, 
(about H. R. Lenoraand), 
Ivan, Rosalind, "The Poet in Our Theatre To-Day," Man, p. 9, 
(about Stephen Phillips, John Masefield, William Butler 
Yeats, Percy MacKaye). 
Bird, Carol. "The Men Who Write the Hits," Mar* p. 12, (about 
Max Marein). 
Anonymous. "Miohael Arlen," May, p. 10. 
Vernon, Grenville. "Our Native Dramatist Comes Into His 
Own," May, p. 20, (about Amerioan playwrights from 
Bronson Howard to O'Neill). 
Ford, James, L. "The Playwriting Mirage," June, p. 9. 
Seldes, Gilbert. "Unauthorised Collaborations," June, p. 
10, (mainly humorous about Shaw). 
Weaver, John* "Concerning Jimmy Gleasen," Aug* p. 18. 
Coleman, Willis. "Hs Knew What He Wanted," Sept* p. 10, 
(about Sydney Howard). 
Savage, Richard. "After Shaw—Noel Coward?" Deo* p. 12. 
i \ > - L ** r V « < Cfen^^j-* 'slik. A- 1' fa'to. 
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122£ 
Enander, Hilma. "Eugene O'Neill—His Place in the Sun," 
Jan* p. 7. 
Pellook, Channing. "Whore I Get My Play Ideas," Jan* p. 9. 
Malone, Andrew. "Ireland Gives a Now Playwright to the 
World," Apn, p. 9* (about Sean 0*Casey). 
Ervine, St. John. "Is O'Neill's Power in Decline?" May? p. 
12. 
Wilson, B.F. "A Satirist Turns to Fantasy," May, p. 30, 
(interview with Mare Connelly). 
Groenburger, Sanford* "The Pest Dramatists," Aug* p. 12, 
(about the Budapest authors, Molnar, Vayda, Lengyel, Biro 
and Kalaan). 
Wilson, B. F. "Brunette Discovers Gentlemen Prefer Blondes," 
Aug* p, 16, (interview with Anita Loos). 
Barrett, Lillian. "Adventures of a Woman Playwright," Aug* 
p. 20; Sept, p. 20. 
Kaye, Joseph. "The Superman at Seventy!" Sept* p. 17 (about 
Shaw). 
Blinn, Holbrook. "How I Create My Bad Men," Oct* p. 22. 
Freed, Frank H. "Eugene O'Neill in the Ascendant," Oct, p. 
30. 
Kaye, Joseph. "Tale of Two Manuscripts," Nov*, p. 22, (about 
Jimmy Gleason, and J. Weaver & H. J. Mankiewics). 
1927 
De Casseres, Benjamin, "Wiseorackers, Firecrackers and Corn-
craokero," Man, p, 9, (attack on Arlen, Maugham, Molnar 
and others). 
Vanderbilt, Cornelius, Jr. "If I Wore a Playwright—" Man, 
p. 10. 
Hurst, Fannie. "When the Novelist Turns Playwright," Man, 
p. 7. 
Ade, George. "The Perfeot Play is One Which Entertains the 
Audienee Without Poisoning It," Aug, p. 5* 
Do Casseres, Benjamin* "Eugene O'Neill: From Cardiff to 
Xanadu," Aug* p. 10. 
Barker, Albert W. "How to Write a 'Wow'" Aug* p. 12. 
Herriek, Robert. "There Are No Perfect Plays," Sept* p, 9. 
1928 
De Casseres, Benjamin, "The Triumphant Genius of Eugene 
O'Neill," Feb* p. 12. 
Bart, Jean. "Youth, Sex and Present-Day Drama," Feb* p. 31, 
Phillips, Henry Albert, "Molnar Diseards a Prejudice," Man, 
p. 36. 
De Casseres, Benjamin. "Bernard Shaw: All Spray, No 
Fountain," Sept* p. 18. 
Taylor, Clarence. "The Play is Put On—And How!" Sept* p. 40* 
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1929 
Hammerstein, Arthur. "How Valuable Is a Play Title?" Jan., 
p. 27. 
Rice, Elmer. "New York: Raw Material For the Drama," Man, 
p. 26. 
Moore, MoElbert, "The Lure of the Mystery Play," Apn, p, 31, 
Gleason, James, Mr, & Mrs, "Play-writing in Double 
Harness," Aug* p. 32. 
Davis, Bob, "A Study in Mass Production," Sept, p. 17. 
Kaufman, George S. "Notes On An Infamous Collaboration," 
Dec* p, 24, 
1930 
Flavin, Martin. "I Was Born Stage Struck," Jan., p. 40. 
Bairnsfather, Bruce. "A Little More Than Luck," Feb* p. 21, 
Garrett, George. "Strindberg—Pioneer of Realism," Man, P» 
38. 
Russell, John, Patten. "How Plays Are Made," Oct* p. 56: 
Nov* p. 70; Dee* p* 72; Jan* 1931, p. 72; Feb, p. 70; 
Man, p. 70. 
1931 
Shand, John. "Late Irony of Mr. Maugham," Feb* p, 30, 
Coyne, Oliver. "That Exasperating Fellow, Noel Coward," Mar., 
p. 21. 
La Gattuta, Joseph. "Pirandello Looks at Life," Man, p. 28, 
Goldsmith, Ted. "One Hart Would Not Stand Still," Apr* p. . 
37. 
Drake, William. "This Business of Adaptation," Apn, p. 42. _ 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH PRODUCERS AND DIRECTORS 
1902 
Ayres, Alfred. "The Stagecraft of Augustin Daly," Dec* p. 26. 
Ignetus. "Charles Frohman—Manager," Deo* p, 29, 
Belasco, David, "Hew I Stage My Plays," Dec* p, 31, 
Lancaster, A. E. "A.M. Palmer and the Union Square Theatre," 
Man, p. 62. 
A.E.L. (Lancaster?). "Pre-Rehearsal Play-Reading," Aug., p. 
197. 
Lenormant, Edouard. "Managerial Idiosyncrasies," Sept, p. 214. 
Ogden, Vivia. "Early Memories of John Ellsler and Joseph 
Haworth," Oct* p. 258. 
1104 
Hunt, William, S. "A Shrine of the American Drama," Aug* p, 
191. 
Anonymous. "Our Leading Theatre Managers," Sept, p. 226. 
1222. 
Lanston, Aubrey. "A Rehearsal Under Belasco," Feb* p. 42. 
Anonymous, (probably Hornblow). "Albert M. Palmer—A Personal 
Tribute," Apn, p. 101. 
Coward, Edward, Fales, "Theatre Managers as Prophets," May, 
p. 114. 
Norman, Gertrude, "Possart—Germany's Famous Actor-Manager," 
May, p. 122. 
Hall, Margaret. "Personal Recolleetions of Augustin Daly," 
Juno, p. 150; Part II, July, p. 174; Part III, Aug., p. 
188; Part IV, Sept* p. 213. 
Anonymous. "Two Leading Manager* Dead," June, p. ix (about 
Samuel S. Shubert and Kirke La Shelle). 
1106 
X.Y.Z, "Mr, Conried and the Proposed Repertoire Theatre," 
Jan* p. 7, 
Coward, Edward, Fales. "The Men Who Direct the Destinies of 
the Stage," July, p. 186. 
Patterson, Ada. "David Belasco Reviews His Life Work," Sept*, 
p. 247. 
Haekett, J. K. "My Beginnings," Oct, p. 275. 
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1907 
Pierce, L. France. "Big Metropolitan Theatre Directed by a 
Woman," Apn, p. 92 (about Elisabeth Schober of the Rush 
Temple Theatre, Chi*). 
Anonymous. "The Death of Maurioe Grau,." May, p. xxv. 
Meltser, Charles, H. "The German Theatre and Its New Manager," 
Nov., p. 311, 
Steell, Willis. "The Passing of the Madison Square Theatre," 
Feb* p. 44. 
1909 
Savage, Richard. "David Belasco's Family of Dramatic Artists," 
Nov, p. 149. 
1910 
Jenks, George, C. "The Stage Manager," Jan., p. 27. 
Anonymous. "Naturalness in Stage Management," June, p. x. 
Wallaek, Arthur. "Memories of Lester Wallack," July, p. 6. 
Branigan, A, H. "The World's Greatest Showman," July, p. 19 
(about Phineas Taylor Barnum). 
1911 
Bell, Arehie, "David Belasco Attacks Stage Tradition," May, 
p. 164. 
1912 
Anonymous. "A Tribute to David Belasco," Apn, p. 124. 
Grau, Robert. "Yesterday and To-Day," May, p. 153 (about 
growth of produeors). 
Lyneh, Gertrude. "A Stage Manager Who Can Also Act," June, 
p. 182, (about Frank Reicher, Manager of the Little 
Theatre). 
Dodge, Wendell, P, "A Busy Day With Charles Frohman," Sept*, 
p. 89. 
1211 
X.X. "The Manager's Comedy of Errors," Jan* p. 18. 
C.I.D. "Oliver Morosco—A Manager Who Looks Ahead," Feb* 
P. 42. 
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1913 (Continued) 
Peacock, Anne, "A New Author-Actor-Director," May, p. 148 
(about John Emerson, director for Charles Frohman). 
Lee, Belden. "The Youngest Theatrioal Magnate," Sept, p. 
100 (about Philip H. Bartholomae), 
Anonymous, "The Burbank Theatre," Nov*, p. x (about Oliver 
Morosco). 
1914 
Calder, Chester, T,* "Boston's Actor-Manager," Jan* p, 28 
(about John Craig), 
Prill, Arthur, "'The Small Time' King," Man, p. 139 (about 
Marcus Loew). 
A.P. (Ada Patterson?), "Margaret Anglin's Year as a Producer," 
June , p. 290. 
Cheney, Sheldon. "The Failure of the American Producer," July, 
p. 6; Aug* p, 68. 
1915 
Fyles, Vanderheyden, "Prise Plays," Jan* p. 34 (about the 
Oliver Morosco and Winthrope Ames' prises), 
Steell, Willis. "Granville Barker May Head the New Theatre 
Here," Feb* p. 63, 
Burnham, Charles, "The Passing of Wallack's," Feb* p. 72, 
Phelan, Florence, V, "A Child's Memory of Augustin Daly," 
Man, p. 136, 
Anonymous, "Charles Frohman Lost on the Lusitania," June, 
p. 284. 
Hawks, Wells. "Charles Frohman—The Man and the Manager," 
June, p. 285. 
Anonymous. "Funeral of Charles Frohman," July, p. 8. 
Do Wagstaffe, William. "Perpetuating Charles Frohman»s 
Work," Sept* p. 117 (Augustus Thomas and the Frohman 
Company). 
121£ 
Bell, Archie. "David Warfield as the Flying Dutchman," Feb* 
p. 86 (mainly about Belasco). 
Anonymous. "Manager VS. Critics," Apn* p. 230 (Alexander 
Woolcott of the New York Times barred from the Shubert 
Theatres). 
O'Connor, Eileen. "A Seer of the Stage," May, p. 300 
(about Francis Sagerson). 
George, Grace. "My Stage Life and Why It Is Worth While," 
June, p, 337. 
Gruaberg, Alfred. "When the Manager* Went On Strike," Nov* 
p. 298 (fictional?) 
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1917 
Forrest, Sam. "First Night Thrills Behind the Curtain," 
May, p. 270, (Forrest was General Stage Director for 
Cohan & Harris). 
Patterson, Ada, "Morris Cost's Recipe for Success," Deo*, 
p. 340. 
1918 
Meltzer, Charles, Henry. "Wanted—A Theatre Manager," Jan., 
p. 7. 
Crothers, Raohel. "The Producing Playwright," Jan* p. 34. 
Hornblow, Arthur, "Theatrical Camouflage," Feb* p. 71 
(attack on contemporary producers). 
Hornblow, Arthur. "When St. Peter Meets the Managers," May, 
p. 272. 
Bloom, Vera. "Belasco's Little Girls," July, p. 14. 
Ten Broeck, Helen. "How George Cohan Picks Winners," July, 
p. 40. 
Editorial. "What the Public Needs," Sept, p. 128 (attack on 
producers). 
Burnham, Charles. "Pity the Poor Stage Director," Oct* p. 
202. 
Kidder, Edward, E. "When Frohman Did 'Wildcatting,'" Dec, 
p. 338, 
1212 
Mol-eod, Donald, "The Man Who Makes the Show Go," May, p, 270. 
Anonymous, "Broadway Actors Go On Strike," Sept, p. 172, 
MoRae, Bruce, "Are Aotors Laborers?" Oet* p, 216. 
1920 
Russell, Frederick, C, "The Theatrical Angel," Feb* p. 92, 
Anonymous. "Theatre Managers Who Have Made Stage History," 
May, p. 379 (one sentenoe descriptions of eleven important 
managers). 
Anonymous, "The Selwyn's Meteoric Career as Producers," May* 
p. 492 (oould be an advertisement but not stated as such). 
Manners, J. Hartley, "The Dilemna of Writing Plays," Sept* 
p, 92. 
Cook, Burr, Chapman, "The Man Behind the Show," Sept* p, 
110 (about twenty-two important directors), 
Lowenberg, Walter, A. "The Passing of Daly's," Oct* p. 
166 (Daly's fight with the tioket speculators in 1894). 
Patterson, Ada, "An Aristocrat Among Stage Director*," 
Oct* p. 182 (about Mrs. Lillian Trimble Bradley), 
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1221 
Anonymous. "The Managerial Letter Gush," Jan* p.8, 
Anonymous. "The Rise of the Curtain," Sept, p. 165. 
1922 
Dronsf ie ld , Jane, "Behind the Scenes With Belasco," Apr* p. 
228. 
Woods, A, H. "Why I Produce Bedroom Farces ," June, p . 352. 
Gest, B. Morris, "Going Broke for Art's Sake," Oct* p. 223. 
Macgowan, Kenneth. "Enter the Artist—As Director," Nov* p. 
289. 
1923 
Anonymous. "Distinguished Manager-Directors," Mas, p , 13 
(about Henry Mi l l er , David Belasco, Brock Pemberton, 
Gilbert Mi l l er , Winthrop Ames). 
Barnits , Wirt, W. "Going to the Theatre With Belasco," July , 
p. 10. 
-Warner, H. B. "If I Were a Manager," Aug., p. 22, 
Golden, John, "If I Were An Actor," Aug., p. 22 , 
Anonymous. "Women Executives of the Theatre," Aug, p . 23 
(about The'resa Helburn, Anne Nichols , Mrs. Trimble Bradley, 
Raehel Crothers, J e s s i e B o n s t e l l e ) . 
The Edi tor . "What We Are Looking For," Dec* p . 11 (comments 
by David Belasco, Gilbert Mi l l er , A* H. Woods, Arthur 
Hopkins). 
1924 
The Editor. "What We Are Looking For," Man, p. 22 (comments 
by Edgar Selwyn, John Golden, George Broadhurst and 
Lawrence Langner). 
Shubert, Lee. "The Truth About Commercialism in the Theatre," 
Apr* p. 9 (plus important Editorial Comment). 
Milton, Robert. "The Man Behind the Actors," Aug* p. 9* 
Cook, Burr, "The Passing of the Angels," Non, p. 22, 
Frohman, Daniel, "Unexpected Play Developments," Dec, p. 50 
(taken from his Memories of a Manager). 
1925 
MacKall, Lawton, "Call For Rehearsal—11 A.M.," Man, p. 10, 
Seldes, Gilbert, "Producers and Playwrights of 1924-25," 
July, p. 9. 
Anonymous, "If Our Managers Adopt Coats of Arms," July, p. 29 
(humor). 
Rumel, Meta, "Professional Amateur," Oct, p. 24, 
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1926 
Coward, Noel. "What Price Managers?" Feb* p. 7. 
Selts, Don, C. "The 'Scab' Plays," June, p. 11 (about 
the Dramatist Guild). 
1927 
Wilson, B. F. "Managers Who Guessed Wrong With Broadway." 
Jan, p. 32, 
Buttorfield, Walton. "Why Managers Become Gray-Haired," Mar., 
p. 12. 
Bolce, Harold. "The Manager Nobody Knows," June, p. 13. 
Reed, Florence, Pierce. "What Makes a Play Click or Flop," 
Aug., p. 32. 
Gale, Zona. "The Dream of All Producers," Sept, p. 11. 
1928 
Wilson, B. F. "Like One of H. Alger's Heroes," Feb., p. 34 
(about Sam H. Harris). 
Skolsky, Sidney. "Portrait of an Entrepreneur," May, p. 27, 
Hopkins, Arthur. "How I Choose Plays for Production," Oct, 
p. 13. 
Gaige, Crosley, "The Rewards of the Play-Producer," Nov., 
p. 13, 
McEvoy, J. P. "Self-Portrait of a New Play-Producer," Nov* 
p. 13. 
Golden, John. "'What the Theatre Means To Me'" Dec, p. 13. 
Morley, Christopher. "A Poet Takes a Fling at Play-Producing," 
Dec* p. 15. 
1929 
Pemberton, Brock, "The Making of a Play-Producer," Jan., 
p. 13. 
Miles, Carlton. "From a 'Shoe-String' to Nine Theatres," 
Jan* p. 30. 
Howel, Maude. "The First Woman Stage-Manager," Feb., p. 45. 
Belasco, David. "'Why I Produce Unprofitable Plays'" Man, 
p. 22* 
Sobel, Bernard* "Play-Producers' Alibis," July, p. 29. 
Skolsky, Sidney. "Meet the Governor," Oct* p. 22 (about 
David Belasco), 
Cruikshank, Herbert, Knight, "The Great Kahn," Nov., p. 26. 
Wood, Philip, "'Blame It On the Stage-Manager!'" Nov., p. 
43. 
Barnes, Howard, "The Power Behind the Showshop Thrones," 
Dec, p, 20 
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Barnes, Howard. "Introducing—The New Iapressar ios ," Man, 
p. 24 (Hollywood producers invading Broadway). 
Barnes, Howard, "In the Spring," June, p. 24 (attack on 
' shoe-s tr ing* producers). 
Anonymous. "Mr. Cohan of Broadway," July, p. 24* 
Beach, Stewart. "Enthusiasm Will Go a Long Way," Aug*-Sept«, 
p. 13 (attack on lack of s i n c e r i t y of American producers). 
Barnes, Howard. "Chester Erskin," AugrSept* p . 14 (producer 
for Charles Frohman Enterpr ises ) , 
Dale, Charles, "Mr. Ziegfeld Talks About Show Business," 
Oot* p. 15, 
Shurra, Louis, "Success Tale—Mr. White," Nov., p. 44. 
1931 
Traube, Shepard. "Some Notes From An Angel's Diary," Feb* 
p. 37; 
Leftwieh, Alexander. "When They Call Me In," Feh, p, 45. 
Goldsmith, Ted, "The Man Behind Grand Hotel." Man, p. 30 
(about the direotor, Herman Shermlin), 
Lederer, George, W, "If* Just 'Show Bunk,'" Man, p, 42. 
Barnes, Howard. "Twilight of the Producing Titans," Apr., 
p, 18. 
.-_Vrtf'L- xj vr- % ' » ii **>iA.*l&-*/ibl. S 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH RADIO 
1223 
Isaacson, Charles, D, "Is Radio An Enemy of the Theatre," 
Jan, p. 15. 
Barnits, Wirt, W. "Broadcasting for the Radio," Sept, P« 24. 
1924 
Hornblow, Arthur. "Olla Podrida: Editorials: Plain Truth 
About Broadcasting," July, p. 7. 
Mackall, Lawton. "Mimes of Microphone,1* Nov* p. 24. 
1925 
Hornblow, Arthur. "The Editor's Uneasy Chair: Editorials: 
Will Radio Hurt the Theatre?" Man, p. 7. 
Greer, Charlotte. "Radio," Apn, p. 38; May, p. 47; June, p. 
37; July, p. 37; Aug* p. 37; Sept, p. 34; Oct* p. 37; 
Nov* p. 37; Deo** p. 37, 
Hanferd, Reginald, T. "Broadcasting and the Theatre," Nov*, p, 
74. 
1£26 
Greer, Charlotte. "Radio," Jan* p. 37; Feb* p. 37; Man, p. 
37; Apn, p, 37. 
1927 
Dunlap, Orrln, Jr. "The Ethereal Theatre of Radio," May, p. 
23. 
1228 
Dunlap, Orrln, Jr, (Radio Editor of The New York Times), 
"Paying Radio's Piper," Apn, p. 35. 
1220. 
Roekey, Howard. "Liatening Room Only," AugrSept, p. 42; 
Oct* p. 42; Nov* p. 39; Dec* p. 41. 
12U 
Roekey, Howard. "Listening Room Only," Jan*, p. 39; Feb., p. 
39; Mar.,p. 39; Apr*, p* 39. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH SCENERY, COSTUMES AND 
LIGHTING 
1903 
Anonymous. "A Revolution in the Art of Scene Painting," Oct* 
p. 256 (realistic scenery). 
Anonymous. "Where Theatrical Gowns Are Renovated," Deo* p. 
324 (disguised advertisement?) 
1905 
Anonymous. "A Lady Scene Painter," Jan* p. xii (about Grace 
Wishaar). 
Norman, Gertrude. "Edward Gordon Craig A New Stage Genius," 
June, p, 147. 
1906 
Craig, Edward, Gordon. "Art in the Theatre of the Future," 
June, p, 154. 
X. "Costly Dressing on the Stage," Dec* p, 321. 
1907 
Frame, Virginia. "The Lure of the Billboard," May, p. 132. 
1908 
Van Varseveld, Laurette. "The Psychology of Stage Clothes," 
Jan* p. 14. 
Frame, Virginia. "Little Theatres In Foreign Lands," July, 
p. 175 (mainly marionnette and strol l ing theatres) . 
Humphreys, Mary, Gay. "Stage Scenery and the Men Who Paint 
I t , " Aug* p. 203 (emphasis upon rea l i s t i c scenery). 
Teall, Gardner. - "Punch and Judy Shows of Paris," Sept, p, 
240. 
1909 
Sartorls, Mmle. "Mary Garden's Art in Dress," Jan* p, xvi. 
Jenks, Geo. "Actors and Their Stage Clothes," Aug* p. 44. 
Moses, Montro*e, J. "The Psychology of the Stage Switch-
board," Aug* p. 64, 
Anonymous, "Mary Mannering'a New Frocks," Doc* p. xxiii. 
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1910 
Carlisle, Henry, Wilson. "Where Dream-Worlds Become Pseudo 
Realities," Feb* p, 49. 
1911 
Kitchen, Karl, K, "A Revolution in Stage Scenery," Apn, p, 
113. 
Armstrong, William. "The Costuming of a Prima Donna," May, 
p. 152. 
Vom Baur, Eva, Elise. "Max Reinhardt and His Famous Players," 
Aug*, p, 56, 
1912 
Dodge, Wendell, Phillips. "Staging a Sandstorm," Jan., p. 15. 
Anonymous, "The Miracle Attracts All London to the Olympia," 
Feb* p, 44. 
Anonymous. "A Naval Battle and a Volcanic Eruption on the 
Stage," Feb, p. 53. 
Lyneh, Gertrude, "Sumurun,." Feb, p, 54, 
Dodge, Wendell, Phillips, "A Slave of Fatal Enchantment." 
Man, p. 81 (Fraulein Leopoldine Konstantin in Sumurun). 
Anonymous. "Staging a Popular Restaurant," Oct* p. 104 (Belasco realism). 
12U 
Radcliffe, W. H. "Stage Il lusions in Levitation," Aug., p. 62. 
C.I.D. "Preparing the Stage Meal Behind the Scenes," Sept* 
p. 96. 
Parker, Grosvenor, A. "A Maker of Moons," Sept* p. x i i . 
1914 
Cheney, Sheldon, "The Failure of the American Producer," 
July, p. 6; Aug* p, 68 (attack en realism), 
Cheney, Sheldon, "Gordon Craig's Service to the Theatre," 
Sept, p. 120. 
1215 
Maogowan, Kenneth. "America's First Exhibition of the New 
Stagecraft," Jan* p. 28. 
Steell, Willis. "Granville Barker May Head the New Theatre 
Here," Feb* p. 63. 
Gottholdt, Ruth, "New Scenic Art of the Theatre," May, p. 248. 
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1915 (Continued) 
Patterson, Ada, "Behind the Scenes With Mrs, Granville 
Barker," May, p. 251. 
Church, Virginia. "The Original Toy Theatre," May, p. 255, 
Gotthold, Rosel, "The New Theatrical Poster," Aug* p. 78. 
Ranck, Edwin, Carty. "An American Stage Wisard," Aug* p. 
83. (about Livingston Piatt). 
Steell, Willis. "The Art of Joseph Urban," Sept* p. 124. ; 
Dale, Alan, "Clothes and the Drama," Nov,, p. 232, 
R.G. (Rosel Gotthold?). "Modern Stage Settings," Deo* p. 
317 (about John Wegner). 
1916 
Gotthold, Rozel, "Smartness in Stage Settinge," Feb* p, 82. 
Bartlett, Randolph. "What Am I Offered?" May, p. 287 
(auction sale of costumes and properties of Sothern and 
Marlowe). 
Moderwell, H. K. "Stage Scenery in the Making," July, p. 33* 
Moderwell, H, K, "Scenery That Helps the Actor,". Sept* p. 
128. 
Anonymous. "At the Rialto," Nov., p. 328 (about elaborate 
lighting facilities). 
1917 
Maxwell, Perriton. "The Witchery of the Wig," Jan* p. 14. 
Lawrence, W. J. "The Rise of Spectacle in America," Jan* p, 
44, 
Jones, Robert, Edmond, "The Future Decorative Art of the 
Theatre," May, p. 266, 
Andrews, Charlton, "Getting Old Scenery Out of the Trenches," 
Aug* p, 76, 
Patterson, Ada, "The Puppets Are Coming to Town," Sept* p, 
138. 
Behnke, Hattie. "The Wardrobe Mistress," Oot, p. 196. 
Anonymous. "Joseph Urban's Stage Settings," Dec* p. 367. 
1918 
Cram, Mildred. "Those Stage Settings," Apn, p. 228 (attack 
en realistie scenery). 
Brown, F, Chouteau, "Lighting in Ye Early Playhouses," 
July, p. 36. 
Rothsehild, Zeta. "The Home Follow* the Stage," Aug* P. 90. 
Garside, Franoes, L. ^'Ole Cloes'" Sept* p. 158. 
Cram, Mildred. "Clothes and the Drama," Nov,, p. 282. 
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1212 
Matthews, Brander. "Stage Device*," Feb, p. 82; Man, p. 150. 
Seabrook, W. B. "Marionette World Premiere," Man, p. 162. 
Hadley, Grace, T. "Electricity—The Modern Stage Artist," 
Apn, p. 212, 
Linnell, Gertrude. "The Greatest Imagist of the Theatre," 
Apn, p. 218. (about Edward Gordon Craig). 
Lowenberg, Selma, H, "The Advent of the Art Theatre," June, 
p, 336, 
Patterson, Ada, "Has the Costume Play Come Back?" June, p. 
358. 
Hadley, Grace, T. "Lighting the Modern Play," July, p. 36. 
Jenks, George, C. "The Psychology of the Curtain," Oct, p. 
240 (performances with no actors but just lights and 
curtains). 
1222 
Reniers, Poroival, "A New Art of the Theatre," Man, p* 176 
(about the work of Dwight Franklin). 
Meltser, Charles, Henry. "The Advance in Seenie Art," May, 
p. 361. 
Ben All Haggin. "A Glaneo Back at Stage Coaturning," May, p. 
393. 
MeCabe, Lida, Roae. "The Marionette Revival," Nov* p. 268. 
Bird, Carol. "Revolutionist in the Theatre," Dec* p. 374 
(about John Murray Anderson and his Greenwich Follies). 
192; 
Bird, Carol. "New Faoes for Old Ones," Feb* p. 92 (W. T. 
Benda'o Masks fsr the Greenwich Village Follies). 
Lowenberg, Walter, A. "Synthetic Drama—New Art ef the 
Stage," Man* p. 182 (about Maxwell Armfield and Constance 
Smodley). 
Jenks, Osergo. "Stage Hand Ethics," May* p. 334. 
Gilliam, Flerenoe. "Economy in the Theatre," June, p. 396. 
P.A. "The Art ef Willy Pogany," July, p. 12. 
Dorr, Charles, H, "The Stage Designs ef Herman Roase," 
Sept* p. 162. 
1221 
Anonymous* "Artists of the Modern Theatre," Jan* p. 19 (R. 
E. Jones, Arthur Richman and Erieh Wolfgang Korngeld). 
Bird, Nicholas. "A Nsw Magician ef the Stage," Fob*, p. 80 
(about Nicholas do Lipsky). 
Anenymeus* "Joseph Urban and Stage and Soroon Soenory," Fob*, 
P* 94* 
'ut^jASji*'.' .wi. "'Aj».i 
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922 (Continued) 
Anonymous. "Something New Under the Sun," May, p. 316 (about 
Thomas Wilfred's Clavilux, organ type lighting instrument). 
Moss, Arthur. "Costume* By—" June, p. 372. 
Miles, Carlton. "Amsterdam Does Something New," Sept, p. 164. 
Reynolds, William, Bartlett. "The Romance of Old Drop 
Curtains," Dec, p. 422. 
ii23 
Armsby, Reginald. "Cappiello—A Poster Prince," Jan, p. 17, 
Sayler, Oliver. "The Dramatic Masks Return," Man, p. 22. 
Gilliam, Florence. "Pito'eff—A New Force in the Theatre," May, 
p. 22. 
Stodola, Gilbert, I. "The Puppeteer in the Spotlight," May, 
p. 24. 
Bechert, Paul "Reinhardt—Supreme Master of Stagecraft," June, 
p. 13. 
Recht, Charles, "The Kamerny—Theatre of the Revolution," 
July, p, 22, 
Meltzer, Charles, Henry. "Those Marvellous Marionettes," 
Oct* p. 24. 
1924 
Cheney, Sheldon, "The World's Premier Theatre," Jan* p. 22 
(about the Volksbuhne of Berlin). 
Vernon, Grenville. "Bel Geddes—Master of the Scenic Art," 
Apn, p. 20. 
Rauch, Stanley. "How I Produced a Miracle." June, p. 24. 
Stage Technician, "Stage Effects and How to Get Them," July, 
p. 12. 
Deutsch, Babette. "The Theatre of the Future," Aug,, p. 12 
(about Meyerhold and his views). 
1925 
Bendel, Henri. "By Their Gowns You Shall Know Them," Jan* 
p. 28. 
McLaughlin, J, M, "Secrets of the Property-Room," Feb* p. 10. 
Ivan, Rosalind. "Let There Be Light!" Feb* p. 20. 
Cohen, Bella. "Plays and Revues on Berlin's Stage," Apn, p. 
28 (mainly about Max Reinhardt's production of Shaw's 
sai,nt Joan). 
The Editor. "Robert Edmond Jones' Ten Years of Scenic Art," 
Nov., p. 13. 
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1926 
Seldes, Gilbert. "Will the New Scenery Destroy the Actor?" 
Man, p, 32. 
1927 
•>**B****»B*jna*a* 
Macgowan, Kenneth, "What Price Scenery?" July , p . 10. 
Sothern, E. H. "When I Was a Scene-Painter," July, p. 32 
(mainly about the need for training of Shakespearean ac tors ) . 
1928 
Stanhop, Allen. "Mummers in Miniature," Man, p. 43 (The 
Marionette Theatre in Munich). 
The Editor, "Three Remarkable New Sets by R. E. Jones," 
Sept, p. 35. 
De Casseres, Benjamin. "Gordon Craig Comes to America," Nov., 
p. 22. 
1929 
Morley, Christopher. "S.O.B.!" Oot, p. 37. 
Eisenberg, Emanuel. "The Delicate Matter of Illusion," Dec, 
p. 35. 
1930 
Anonymous. "Settings in Motion," Man, p, 42 (work of 
Fortunato Depero), 
Anonymous, "Scene Becomes a Musical Idea," Apn, p. 41, 
Bailey, Ralph, Sargent. "New Light for the Theatre," July, 
p. 23. 
1211 
Vandamm. "Master of Stage Illusion—Mr. Simonson," Feb, p. 
42. 
Sharpe, Robert, Redington. "Where Symbolism Matters," Apn, 
p, 30. 
Shakespeare 386 
MAJOR ARTICLES AND ITEMS CONCERNED WITH SHAKESPEARE 
1202 
Coward, Edward, Fales. "Why Neglect Shakespeare?" Dec, p. 25. 
1224 
Hughes, Rupert. "Shakespeare's Disinherited Child," Jan* p. 
18. 
L.S. "Twenty-Five Cent Shakespeare For the People," July, p. 
179. 
Moses, Montrose, J. "An Interview with Shakespeare," Aug* p. 
190, 
Anonymous, "In the Footsteps of Hamlet," Sept, p. 234. 
19£5. 
Crosby, M. R. "Under the Walls of Macbeth Castle," Feb*, p. 
47. 
Irvin, F. "Antoine Seen in Paris as Shakespeare's Lear," 
Feb* p. 51. 
Lathrop, Elise, "Where the Merchant Traded in Venice," Apr,, 
p. 86, 
Editors of New Shakespeareana. "Letters to the Editors," June, 
p, iv. 
Savage, Richard. "Where the Lovely Desdemona Lived and Died," 
Sept, p. 235. 
1906 
Moses, Montrose, J. "Shakespeare Forgeries," Jan* p. 23, 
Lathrop, Elise. "Where Shakespeare Set His Stage—The Merry 
Wives of Windsor." Feb* p% 47. 
Lathrop, Elise, "Where Shakespeare Set His Stage—Julius 
Cjr*ejax," May, p. 131, 
Lathrop, Elise, "Where Shakespeare Set His Stage—Richard 
III." Aug* p. 216. 
Allen, Viola. "The Difficulties of Playing Shakespearian 
Heroines," Deo* p. 322, 
Lathrop, Elise. "Where Shakespeare Set His Stage— 
Cvmbeline." Dec, p. 334. 
1221 
Matthison, Edith, Wynne. "Which is the Right Way to Present 
Shakespeare?" Jan* p. 23. 
Anonymous. "Mr. Mansfield's Richard III," Man, p. x (reprint 
from The Evening Sun). 
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1907 (Continued) 
Frame, Virginia, "Smith Girls to Present Hamlet in New York," 
Apn, p. 94. 
Lathrop, Elise. "Where Shakespeare Set His Stage—King; Lear." 
May, p. 120. 
Tolstoi. "Count Tolstoi on Shakespeare," May, p. 148. 
Schrader,- Frederick, F. "Shakespearian Cryptograms," June, p. 
150. 
Crosby, Medora, Robbins. "Theatrical Associations on the 
Thames," July, p. 188. 
Lathrop, Elise. "Where Shakespeare Set His Stage—King John." 
Aug* p, 224, 
Bergengren, Ralph, "The Elizabethan Theatre at Harvard 
University," Dec, p. 345, 
1908 
Moses, Montrose, J, "Pastoral Players^" Dec, p. 320. 
1222 
Coward, Edward, Fales. "Rehearsing a Shakespearian Tragedy," 
Apn, p, 108, 
Steell, Willis, "Acting Hamlet Behind a Net," Sept, p. 78. 
Anonymous. "Macbeth Performed in a Real Castle," Nov., p. 142. 
910 
Moses, Montrose, J. "Tracking Shakespeare To His Lair," Feb* 
p, 45. 
Hughes, Rupert, H. "A Play Called Hamlet." May, p. 147. 
Van Low, H. R, "Five Actresses Whom I Have Seen as Juliet," 
July, p. 23. 
Harbour, J. S. "The Playwright of the Shakespeare Memorial 
Play," Aug* p. 64. 
Lockwood, W. S. "Shakespeare in the Slums," Oct, p. 122 
1211 
X.Y.Z. "Playing Hamlet For Points," June, p. 211, 
Swan, Arthur, "The Greatest Scandinavian Hamlet," Oot* p, 
131. 
1912 
Andrews, Charlton. "Playhouses in Shakespeare's Day," July, 
p. 32. 
Acker, Edward. "Hamlet Behind a Net," Aug* p. 36. 
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1912 (Continued) 
Martin, Paul, R. "Shadings of Shylock," Sept* p. 76, 
A.P. (Ada Patterson?). "'Shakespeare Well Acted Pays,' Says 
Lewis Waller," Nov., p. 159. 
Keightley, Mabel. "Shakespeare's Women," Dec* p. 198. 
1913 
Andrews, Charlton. "Who Wrote Hamlet First?" July, p. 20. 
Powell, Francis* "Shakespeare After the New Manner at 
Harvard," Sept* p. 98. 
Firkins, Oscar, W. "Sothern and Marlowe—An Estimate," Oct* 
p. 118. 
Moses, Montrose, J. "Shakespeare Made to Pay," Nov* p. 158. 
Lathrop, Elise. "Where Shakespeare Set His Stage," Dec, p. 
193. 
1914 
Noftsger, Mlllicent. "A Stage In An English Class-Room," Feb* 
p. 88. 
Calder, Chester, Thomas. "The Classic Revival," July, p. 15. 
Nirdlinger, Charles, Frederic. "The Troubles of Romeo," Sept* 
p. 124. 
Whiteside, Walker. "Why I Gave Up Shakespeare For Character 
Roles," Dec* p. 278. 
1915 
Keightley, Mabel, S. "Robert Mantell—Last of the Heroic 
Shakespearean Actors," Man, p. 122. 
Coward, Edward, Fales. "Barker's New Shakespearean 
Spectacles," Apn, p. 196. 
1916 
Anonymous. "The Shakespeare Tercentenary Celebration," Feb* 
p. 67. 
The Editor. "Special Tercentenary Section Shakespeare," Apn, 
p. 201. 
Coward, Edward, Fales. "William Shakespeare—The Man and the 
Poety^'apn, p. 202. 
Winter, William. "At Shakespeare's Shrine," Apn, p. 204 
(taken from Winter's Shakespeare's England). 
Andrews, Charlton. "The Theatre in Shakespeare's Day," Apr., 
p. 206. 
Skinner, Otis. "Shakespeare And His Friends," Apn, p. 208. 
Moses, Montrose, J. "What Did Shakespeare Really Look Like?" 
Apt;* P* 210. 
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1916 (Continued) 
Furness, Horace, Howard, Jr. "Shakespeare's Gloves," Apr*, 
p. 212. 
Mate, C, S. "William Shakespeare—Gentleman," Apn, p, 212, 
Matthews, Brander. "An Appeal for Shakespearean Prompt 
Books," Apn, p. 214. 
Warren, George, C. "My Hundred Hamlets," Apn, p. 217. 
Kennedy, Charles, Rann. "An Unique Copy of Mac,bothr" Apn, p. 
218. 
Piatt, Livingston, "Decorating Shakespeare," Apr* p. 219. 
Paul, Morris, J. "Composers Whom Shakespeare Inspired," Apr* 
P.. 220, 
Stratton, Clarence. "A Preserver of the Shakespeare 
Tradition," Apr., p. 221, 
Street, Lawrence. "The Enemies of Shakespeare," Apn, p, 223.' 
Dale, Alan, "The Humor of Shakespeare," Apr,, p. 224. 
Patterson, Ada. "The Women of Shakespeare," Apr,, p. 225. 
Moataigue, M. J. "The First Folio Edition," Apn, p. 226, 
Lester", John, T. "The Shakespeare Forgeries," Apr„ p» 226. 
Coward, Edward, Fales. "Sir Herbert Tree, England's Actor 
Knight," May, p. 289, 
Anonymous. "Permanent Theatre for Shakespeare Plays," June, 
p. 336, 
Patterson, Ada* "Margaret Anglin Heads One Thousand Players," 
June, p. 340, 
Anonymous, "The Shakespeare Masque," June, p. 386 (Percy 
MacKaye's Caliban by the Yellow Sands). 
Pierce, Lucy, France. "A Successful Puppet Show," Sept* P, 
152, (Chicago Little Theatre performances of Shakespeare). 
Mantell, Robert, Bruce. "Personal Reminiscences," Oct, p. 
194, 
Roorback, Eloise. "Macbeth Acted in Japan," Nov., p. 290. 
12U 
Forbes-Robertson, Ian. "Shakespeare's Mother," Apn, p. 228. 
Coward, Edward, Fales, "Little Known Shakespearean Players," 
Dec* p. 356. 
1918 
Coward, Edward, Fales. "Little Known Shakespearean Players," 
Jan* p. 28. 
Patterson, Ada. nA Player Who Can Act Anything," Feb* p. 80 
(about Guy Bates Post). 
' Hamilton, Clayton, "New York Hails a New Hamlet," June, p, 
360. (ahout Walter Hampden). 
Anonymous. "A Pago From Yesterday," Nov,, p. 296. 
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1919 
Matthews, Brander. "Stage Devices," Mar* p. 150 (Part II, 
Shakespeare). 
Patterson, Ada. "Shakespeare Made Smart," Man, p. 154. 
Seton, Harold. "All Sorts of Hamlets," July, p. 8, 
Coward, Edward, Fales. "Shakespeare Spells Ruin No Longer," 
Dec* p, 364, 
1920 
Anonymous. "Sothern and Marlowe in Shakespearean Repertoire," 
Jan* p. 26. 
Seymour, William. "Some Richards I Have Seen," June, p. 502. 
Victor, Josephine, "Shakespeare Said It," Sept, p. 86 
(fiction). 
Jenks, George, C. "Sure-Fire Parts," Dec* p. 366. 
1921 
Anonymous, "Mr, Hackett£ Triumph as Macbeth," Mar* p. 214, 
Woolcott, Alexander, Heywoud Broun and John Ranken Towse. 
"When Doctors Disagree," July, p, 10 (criticisms of Walter 
Hampden's performance as Macbeth), 
Bird, Carol, "The Tragic Mask," Aug* p. 104 (about Hampden 
and Shakespeare). 
Matthews, Brander. "The Scene Is Laid—" Sept, p, 144, 
Barroy, Earl. "Shakespeare Up To Date," Sept* p. 148; Oct* 
p. 238* 
1922 
De Casseres, Benjamin. "William Shakespeare's Own Handwriting," 
Feb* p. 78. 
Sothern, Edward, Hugh, "Modernizing Shakespeare," Feb* p. Ill, 
Miles, Carleton. "Shakespeare a Stage Hero," Man, p, 158, 
Sothern, E. H, "Modernising Shakespeare," Man, p, 178, 
Anonymous, "James K. Haekett as Othello," Nov,, p. 285 (from 
London Tatler). 
De Casseres, Benjamin, "Adrift in the Roaring Forties," Nov* 
p. 306, 
Anonymous, "Heard on Broadway—Haekett as a Tragedian," Nov* 
p. 321. 
1223 
Anonymous, "Heard on Broadway—Hackett's Success in London," 
Jan, p, 39, 
Anonymous, "Notable Shakespearean Interpreters of the Present 
and Coming Seasons," June, p. 24, 
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1923 (Continued) 
Hamilton, Clayton. "Critics Hail a New and Great Othello," 
Sept, p, 9 (about Walter Hampden), 
Patterson, Ada, "Jane Cowl's Approach to Juliet," Oct* p, 
22. 
1924 
Meltzer, Charles, Henry. "World's Masterpieces Illumine 
London Slums," Mar,, p. 20. (about Old Vic productions). 
1925 
i 
Moses, Montrose, J. "Our Presidents and tho Actor," Jan* p. 
10. 
Anonymous. "Heard On Broadway—Failure of Mantell»s 
Shakespearean Tour," Feb* p. 39; Mar,, p. 39; May, p. 48, 
Grein, J, T. "American Players in London," June, p. 24. 
Langner, Lawrence, "Can Shakespeare Be Translated Into 
English?" July, p. 18. 
Patterson, Ada. "A Puritan Startles Broadway," July, p. 20, 
Furness, Horace, Howard, Jr. "Who'll Dare Rewrite Shakes-
peare?" Aug* p. 9 (reply to Langner's article in July). 
Grein, J. T. "New Plays on London's Stage," NOT* p. 20, 
1926 
Anonymous, "Heard on Broadway," Jan,, p. 38; Aug* p, 34. 
Ervine, St. John. "London Stirred by a Superb Henry VIII." 
Apn, p. 20, 
Phillips, Henry, Albert. "Shakespeare For a Dime," Aug* p. 
24. (Old Vic). 
1927 
Do Casseres, Benjamin. "Play-Toppers: Ancient and Modern," 
June, p. 16. 
Anonymous. "Heard on Broadway," July, p. 30. 
1928 
Anonymous. "Heard on Broadway," Feb* p. 43). 
Anonymous, "Walter Hampden Humanises Hamlet," Man* P* 18. 
Patterson, Ada. "Gaities and Gravities—George Arliss as 
Shylock," Man, p. 44. 
Hampden, Walter. "Neglect Shakespeare and the Theatre 
Dies," Apn, p. 19. 
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1928 (Continued) 
Henderson, Ray, "A Comedian Who Would Play Hamlet," May, 
p. 21 (about Leslie Howard). 
Plagg, James, Montgomery, "Should a Play Be Given More Than 
Once?" July, p. 5, 
Jones, Nard. "When Shakespeare's Plays Were New," Sept* p. 
39. 
Frioken, Roy, H, "An International Tribute to the Bard of 
Avon," Sept® p. 45. 
1930 
Sayler, Oliver, M, "Shakespeare's New Southampton," Feb, p. 
38, (about the Chicago Opera Housf). 
Shand, John. "Shaw, Shakespeare, and Mr. Huxley," Apr., p, 
30. 
1931 
Shand, John. "Opera and Mr. Shakespeare," Man, p, 44, 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH VAUDEVILLE 
AND MUSICAL COMEDY 
1903 
Anonymous. 
July, p. 
Anonymous. 
Anonymous. 
Anonymous. 
"Chicago's Latest Musical Comedy The Tenderfoot." 
180. 
"The World of Vaudevi l le ," July , p. i i . 
"Babes in Toyland Pleases Chicago," Aug* p. 188. 
"Midsummer Nights' Entertainments," Aug* p. i i . 
1904 
Anonymous. "Vaudeville at Hammerstein's," Man* P* iv* 
Anonymous, "Vaudevil le ," Apn, p. 108, 
Anonymous. "In the Vaudeville World," May, p. 134. 
1905 
Stow, Charles. "The Pioneers of the American Circus," Aug* 
p. 192. 
Tower, Grace, Hortense. "How Comic Operas Are Written," Oct* 
p. 253. 
1226. 
de Bubna, Augusta. "The Passing of the Minstrel," Feb* p. 52. 
McCabe, Linda, Rose. "Hew Vaudeville Sketches are Written," 
Apn, P, 103. 
Mawson, Harry, P. "What the Chorus Ladies Thought of the 
Chorus," Dee* p. 338, 
1907 
Anonymous. "Ethel Johnson, The Lively Soubrette of The Red 
Mill," Jan* p. 22, 
X.X. **Mr. Savage's Production of The Merry Widow." Sept* p. 
253. 
Bennett, Ella, Costello. "The Chorus—Its Bright and Its 
Hopeless Side," Oet* p. 275. 
X.X, "The Merry Widow Captures the Heart of Broadway," Dec* 
p. 330, 
1908 
Anonymous. "Frans Lehar—The New Walts King," Jan* p, 29, 
J, L. "Is the Merry Widow as Young as She Says?" May, p. 119, 
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1908 (Continued) 
Jenks, Geo, "The Girl in the Calcium Light," Aug* p. 209. 
Patterson, Ada, "How Harry Lauder Composed His Famous 
Songs," Deo* p. 322. 
1909 
Blakes lee , Fred, Gi lbert , 
Feb* p. 45 , 
Dodge, Wendell, P h i l l i p s . 
Actors ," Nov., p. 140. 
1910 
Dodge, Wendell, P h i l l i p s . "The Circus Clown and the Art of 
Laughter-Making," Ju ly , p. 30. 
Grau, Robert. "A Napoleon of the Vaudevil le World," Oct* p. 
117 (about William Morris) . 
1211 
Von Ende, Amelia. "Ernst Von Wolzogen—Reformer of German 
Vaudeville," Feb* p. 42. 
Grau, Robert. "The Golden Era of the Stage," Apn, p. 135. 
Steell, Willis. "Winter Gardens--The Old and the New," 
June, p. 185. 
1912 
Patterson, Ada. "A Dual Interview with Weber and F i e l d s , " 
Apr., p . 113. 
Dodge, Wendell, P h i l l i p s . "Rehearsing the Circus," May, p. 
146. 
1211 
Morgan, Mary* "Handling Humanity in the Mass," May, p. 146. 
(about Ned Wayburn and Chorus King). 
Aronson, Rudolph. "Most Successful Operetta Ever Heard 
Here," July, p. 17 (about Brmlnle). 
G.C.J, "Comic Opera Old Timera," Aug* p, 69, 
Anenymeus, "Why Stage Modesty Should Prevail in Musical 
Comedy," Sept* p. 93 (an interview with Julia Sanderson), 
1914 
Anonymous, "John Charles Thomas—Matinee Idol," Man, p, 162, 
"Behind the Scenes in Vaudeville," 
"Under the Water With Submarine 
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1914 (Continued) 
Patterson, Ada. "How the Castles Built Their Castle," Mar* 
p. 126. 
Revell, Nellie. "Stars in Vaudeville," Apn, p. 199. 
Revell, Nellie. "The World of Vaudeville," May, p. 237. 
Revell, Nellie. "The Passing of the Freak Act," June, p. 
293. 
Kitchen, Karl, K. "An Interview with Franz Lehar," Aug* p, 
64. 
Walsh, Townsend. "Literature of the Circus," Oct, p. 176. 
Anonymous. "Browsing for Vaudeville Talent," Dec* p. 281. 
1915 
Johnson, Julia. "Irving Berlin—A Restless Success," Feb, p. 
66, 
Stuart, Judson, D. "The High Cost of Stage Beauty," May, p. 
238. 
Patterson, Ada. "The Only Woman Librettist in Amerioa," June, 
p. 305. 
Bell, Arehie. "The Evolution of a Joker," Aug. p* 80 (about 
George V, Hobart author of musieal comedies), 
Patterson, Ada, "From the Chorus to Stardom," Oct* p, 193 
(about Irene Fenwlek). 
Anonymous. "Hi,p-Hip-Hooray—The Hippodrome's Sumptuous 
Spectacle," Nov., p, 221. 
1216 
L.D. "Making Switzerland on Sixth Avenue." Jan., p. 15 (about 
Flirting at St. Morits. a skating show). 
Meriden, Orson. "The Ragtime Kings," Jan* p. 27. 
Fields, Lew. "The Renaissance of True Comic Opera," Aug* p. 
90. 
Revell, Nellie. "Novel Acts in Vaudeville," Sept* p. 144. 
Cook, Burr, C. "Conducted By—" Oct*, p. 206. 
Burr, Margery. "A Dual Interview with Dual Stars," Oct* p. 
214 (about Yancsi and Rossika Dolly). 
Revell, Nellie. "Good Sketches Rare as Radium in Vaudeville," 
Nov,, p. 278, 
Wayburn, Ned. "Show Girls Yesterday and Today," Dec* p. 362. 
Revell, Nellie. "The Variety Stage," Dec., p. 370. 
1917 
Revell, Nellie. "With the First Nighters in Vaudeville," 
Jan, p. 38. 
Olcott, Chauneey, "Personal Reminiscences," Feb* p. 76. 
Revell, Nellie. "Old Favorites With New Acts," Mar* p. 166. 
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1917 (Continued) 
Revell, Nellie. "Acts and Artistes in Vaudeville," Apn, p. 
224 
Revell) Nellie. "Yellow Peril Threatens Vaudeville," May, p. 
290. 
Holllday, Carl. "The American Show Boat," May, p. 296. 
Cline, Louis. "The Tribulations of a Librettist," June, p. 
334 (about Henry Blossom). 
Revell, Nellie. "When Vaudeville Goea to War," June, p. 356. 
Roger*, Will. "The Extemporaneous Line," July, p. 12. 
Revell, Nellie. "No Closed Season for Vaudeville," July, p. 
36, 
Bronson, Llewellyn. "The 'Follies' Girl Talks," Aug* p. 66. 
Revell, Nellie. "Vaudeville Doing Its Bit," Aug,, p. 90. 
Revell, Nellie, "Sister Teams in Vaudeville," Sept* p. 148. 
(about the Barr, Dolly and Kouns sisters). 
Hopper, De Wolf. "Personal Reminiscences," Oct* p. 194. 
Bronson, Llewellyn, "What Becomes of the Chorus Girl?" Oct* 
p. 214. 
Revell, Nellie. "Speed Mania Afflicts Vaudeville," Oct* p. 
216, 
Waxman, Percy. "Confessions of a Lyric Writer," Oct, p, 222. 
Burnside, R. H. "Putting Pep Into Spectacle," Nov* p. 290. 
Vechten, Van, Carl. "Old Days and New," Nov* p. 292, 
Waxman, Percy, "The Birth of a Musical Comedy," Dec* p. 346. 
Revell, Nellie. "Vaudeville Demands Cheerful Patriotism," 
Dec, p. 364. 
1918 
Revell, Nellie. "The New Year in Vaudeville," Jan, p. 18. 
Jolson, A, "The Art of Minstrelsy," May, p. 290. 
Seton, Harold. "Female Impersonation," July, p. 18. 
Seton, Harold. "New Music for Old Plays," Aug, p. 78. 
O'Connor, Eileen, "From Mme. X to Musical Comedy," Aug* p. 
84 (about Dorothy Donnelly), 
Andrews, Charlton. "Wanted—A Librettist," Oct* p. 204, 
1919 
Williams, Bert. "Keeping Up With the New Laughs," June, p, 
346. 
Anonymous. "The New National Vaudeville Artists Club House," 
Aug* p. 126. 
Ziegfeld, Florens, Jr. "How I Piek Beauties," Sept, p. 158. 
Curtis, Leslie. "Are Chorus Girls Always Hungry," Sept, p. 
170. 
MacDonald, Donald. "Pity the Musieal Comedy Juvenile," Oct* 
p. 218. 
Feist, Leo. "The Psychology of Songs," Dee* p. 374. 
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1220 
Wayburn, Ned. "The Chorus Girl—Old and New," May, p. 404. 
Albee, E. F, "Twenty Years of Vaudeville," May, p. 408, 
Cook, Burr, Chapman. "The Born Comedian," Mid, p, 16, 
Burnside, R. H. "Making a Show Without Words," Oot* p. 164. 
Jenks, Geo, C, "Stoics of the Theatre," Oct* p. 190 (about 
the musicians who play at the entre-act). 
Ford, James, L. "Tights and Grins," Nov., p. 264. 
1921 
Sherwood, C. Blythe. "When the Silver Curtain Closes," Jan, 
p. 16, (what the ladies of the Greenwich Village Follies 
talk about). 
Hamburger, Estelle. "The Joys of Vod-Vil," Feb* p. 108. 
Jenks, George, C. "Theatre 'Plants'" Man, p. 156. 
Anonymous, "Memories of Brmlnie," Man, p. 158. 
Ranek, Edwin, Carty. "Footlight Flashes," Apr, p. 240. 
Metcalfe, James, S, "The Why of the Chorus Girl," Apn, p, 
248. 
Intrepid!, Emilie. "The Old Chorus Girl," June, p. 420. 
1922 
Sobel, Bernard. "Interviewing a Constellation of Stars," Jan* 
p. 34, 
Anonymous, "Vaudeville's Third-of-a-Contury Jubilee," Jan* p. 
36. 
LeMaire, Charles. "If Ziegfeld Were Mayor of New York," Apr* 
p. 217. 
MaeGregor, Edgar. "What's the Matter With Musical Comedy?" 
Aug* p. 90. 
1923 
Lahey, Richard* "Comedy Teams That Are the 'Big Hour* in the 
World of Revue," Jan* p, 26, 
Johaneson, Bland, "The Twe-A-Day," Jan* p. 36; Feb* p, 42; 
Man, p, 42; Apr,, p. 42; May, p. 42; June, p. 42; July, p. 
42. 
Wilson, B. F. "'You Should Have Been With Us'" Feb* p. 26. 
Cook, Burr, C. "The Mystery Man of the Stage," Man, p. 27. 
Johaneson*, Bland. "Vaudeville," Aug* p. 34; Sept**P* 34; 
Oet* p. 34; Nov., p. 34; Dec* p. 34. 
Johaneson, Bland. "Joe Cook—Comedian Extraordinary," Sept* 
p, 10. 
Anonymous. "Black Face Hall of Fame," Sept*, p. 29. 
Patterson, Ada, "Broadway's King of the Chorus," Dec, p, 22 
(about Ned Wayburn), 
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1923 (Continued) 
Helcomb, Willard, "Ballyhooing the Burlesque Business ," 
Dec* p. 24. 
1924 
Johaneson, Bland, "Vaudevil le ," Jan* p. 34; Feb* p. 36; Mar* 
p. 36; Apr,, p. 36; May, p. 36; June, p. 36; July , p. 36; 
Aug., p . 36; Sept*, p. 56; Oct* p, 36; Nov., p. 37; Dec* p. 
36. 
Lopez, Vincent. "Melody Pirates and the Popular Song," Feb., 
p. 12. 
Short, Hassard. "Staging a Spectacular Revue," Feb, p. 22. 
Ranch, Stanley, E. "Are Chorus-Girls Really Immoral?" May, p. 
24. 
Se ldes , Gilbert . "The Revues—As Their Makers See Them," Dec* 
p. 10. 
1225 
Johaneson, Bland. "Vaudeville," Jan., p. 36. 
Savage, Richard. "Vaudeville," Feb, p. 36; Man, P* 3&; Apr,, 
p. 36; May, p. 44. 
Hammerstein, Oscar, II. "Voice Versus Feet," May, p. 14. 
Bird, Carol. "The Dance Temple," June, p. 31 (Ned Wayburn's 
sehool). 
Lawrence, Basil. "HOUP LA!—Nowadays," July, p. 10 (going to 
the circus). 
Bird, Carol. "Who's Who Among Chorus Men?" Sept, p. 18. 
Harbach, Otto, A. "The Writing of a Musical Comedy," Nov., p. 
10. 
1926 
Bechert, Paul. "Lehar Triumphs With Paganini Operetta," 
Feb* p. 20. 
Geller, James, J, "Songa That Made Them Famous," May, p, 24. 
Walbrook, H. M. "Stars of Piccadilly," Oct* p. 20. 
Ziegfeld, Flerenz. "Stars in the Making," Nov„ p. 9. 
1227 
Wilson, B. F, "Cabaret!" Feb* p. 20. 
Kiefer, Edmund, J . "Have Chorus Girls a Conscience?" Apn, 
p. 22. 
Barrett , L i l l i a n . "College Diplomas for Chorus-Girls ," Aug,, 
p. 16. 
Kingsley, Walter, J. "Vaudeville, Big Stars and the One-Act 
Play," Aug*ftp. 21. 
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1927 
mmmnmmmwmmmm 
Kiefer, Edmund, J, "Renaissance of Stage Burlesque,1! Sept, 
p. 18. 
Kiefer, Edmund, J. "Physical Culture on the Stage," Oct!* p. 
32. 
Harding, Alfred. "To-Night: 'The Gay Burlesquers'" Dec* p. 
34. . 
1928 
Richards, V. K, "'All Right, Professor, Let's Go'" Apn, p. 
51, 
Block!, Fritzi. "The Siamese Twins of Laughter," Oct, p. 39 
(about Eugene and Willie Howard). 
1929 
Schwab, Laurence. "How To Write a Successful Musical Comedy, 
Feb* p. 37. 
Carroll, Earl. "The High Cost of Art on the Stage," Apr., p. 
24, 
Tierney, Harry. "The Pains and Pleasures of Song-Writing," 
Aug, p. 29* 
Skolsky, Sidney. "Heard on Broadway,""Dec* p. 27 (death of 
vaudeville), 
Kaye, Joseph. "Famous First Nights: The Black Crook." July, 
p. 38. 
1930 
Kaye, Joseph, "The Last Legs of Burlesque," Feb, p. 36, 
Fields, Herbert, L. "The Laugh Is on the Author," Man, p, 
41, 
Barnes, Howard. "The Liveliest Art," Apr,, p, 38. 
Cocroft, Thoda, "Exit the Hoofer," Augv-Sept* P* 20, 
1931 
Vandamm, "Hassard Short—Who i s Master of the Revue," Jan* 
p* 42 . 
Patterson, Ada. "That's Friendship," Apr* p. 45. 
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MAJOR ARTICLES AND ITEMS CONCERNED WITH VISITING FOREIGN 
STARS AND 'ATTRACTIONS 
1921 
Anonymous, "Mile, Diane de Jade in Trianon." Nov* p. 23. 
1202 
Anonymous. "Duse's Coming American Tour," Feb* p. 18. 
Whitelock, William, Wallace. "Ferdinand Bonn," May, p. 14. 
X. "Sarah Bernhardt in Franceses Da Rimini." July, p. 12, 
X. "Martin Harvey—England's New Irving," Sept, p. 14. 
De Fornaro, Carlo. "Eleanora Duse—The Woman," Oct, p. 12. 
1903 
Ray, Moire: "Birth of Ireland's National Drama," July, p. 
167. 
Van Noppen, Leonard, C. "Bouwmeester—Greatest of Living 
Shyloeks," May, p. 126* 
Lathrop,'Elise. "Salvini Lives Again In His Son," June, p. 
142. 
Lancaster, A. E. "Theatrical Anglomania," July, p. 182. 
Mason, Redfern, J. "Forbes Robertson's Coming Visit," Aug., 
p. 198. 
Anonymous. "Signer Novell! To Visit America," Oct, p. 262. 
Anonymous. "Russian Opera In New York," Oct, p. iv. 
Browne, Walter. "Patti and Other English Stars as They Looked 
A Quarter of a Century Age," Nov* p. 275. 
Anonymous. "Fragments From Patti's Album," Nov,, p. 286. 
Salvini, Maud. "Salvini As I Know Him," Deo* p. 311, 
1905 
Anonymous, "An Ibsen Recital," Feb, p. 49 (about Ole Bang). 
Lathrop, Elise. "The Great Ristori As She Is To-day," Man, 
p. 64. 
Irvin, F* "The Little Theatres of Paris," Aug* p. 202 (about 
the Grand Guignol). 
Lathrop, Elise, "Adelaide Ristori Sends a Message To America," 
Sept* p. 212. 
Norman, Gertrude, "Reminiscences of An American Beginner 
with Sir Henry Irving, Ellen Terry and Sarah Bernhardt," 
Sept* p. 219. 
Durland, Kelleg. "Paul Orleneff and His Company of Russian 
Players," Dec* p. 315, 
i 
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1906 
Whitworth, Grace, "Henri De Vries and His Art," Apn, p. 91. 
Norman, Gertrude. "An Interview-With Eleanora Duse," Apn, 
• p. 104. 
Anonymous. "Sarah Bernhardt'a Triumphant Tour in the West," 
May, p. 115. 
Salvini, Teamaso (translated by Manfred Lilliefors). "The 
Seorets ef the Actor's Profession," May, p. 116. 
Patterson, Ada. "Taking Afternoon Tea With Frits! Scheff," 
May, p. 128. 
Tower, Grace, Hortense. "With Sarah Bernhardt On Her Tour In 
California," July, p, 181. 
Anonymous. "Henry Irving's Son Coming to America," Aug* p. 
204. 
E.L. (Elise Lathrop?). "Death of Ristori," N01, p. iv. 
19JD7 
Lathrop, Elise, "Regina Pinkert—The Polish Patti," Feb* p. 
40. 
De Casseres, Benjamin. "Ermete Novell! Coming to America," 
Man* p. 67. 
De Casseres, Benjamin. "Novell! as the Moor of Venice," Apn* 
p. 96. 
Lathrop, Elise. "From Broadway to the Bowery," Apn, p. 109 
(about Fernanda Eliseu), 
Bell, Arehie. "The Richest Woman on the Stage," May, p, 122 
(about Fanny Ward Lewis), 
Legeuve, Ernest, "Rehearsing a Play With Rachel," May, p, 
124. 
Anonymous. "Horrors of the Grand Guignol," June, p. xiii, 
Ristori, A. "The Memoirs of Adelaide Ristori," Oct, p. 285, 
!i08 
X.X. "The Latest Theatrical Sensation—The S i c i l i a n Players ," 
Apn, p. 96. 
S t e e l l , W i l l i s . "The Passion Play Performed in New York 
Ci ty ," June, p. 153. 
L.D. "Eleanora Duse As She Is To-Day," Deo* p, 321, 
1909 
Anonymous. "Hedwig Reioher—New English-Speaking Star ," 
June, p, 186. 
Patterson, Ada. "A Vampire Woman At Close Range," July, p. 
13 (about Katherine Kaelred)*. 
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1910 
Anonymous. "How A Celebrated Aetesss Takes Her Rest," May, 
p. 172 (about Bernhardt's summer home)* 
Grau, Robert. "Tommaso Salvini's First Tour of America," 
June, p, 184, 
Anenymeus. "The Most Representative of Living French Actor*," 
June, p. 185 (about Lucien Guitry). 
1911 
Grau, Robert. "The Real Bernhardt," Jan* p. 7. 
Patterson, Ada, "One Day With Sarah Bernhardt On Her Last 
Visit," Jan* p. 24. 
Kerr, Caroline, V. "Ernst Von Possart's Return to America," 
Feb* p. 50. 
Anonymous. "Performances by Mme. Barsesou," May, p. xii. 
Norman, Gertrude* "Eve Lavalliere—Paris' Most Parisian 
Comedienne," Aug., p. 52. 
Anonymous. "Mme, Simene To Act There in English," Oct, p. 118. 
J.G.P. "Lewis Waller—England's Foremost Romantic Actor," 
Oot* p. 132, 
Armstrong, William. "Schliersee and Its Peasant Players," Oct, 
p. 140. 
Anonymous. "The Irish Players," Oot* p. xvi. 
Anonymous. "Scotch Actors Give Delight in Charming Play," Not*, 
p. 152. _ . 
A.P. (Ada Patterson?). "Gabrielle of the Lilies On and Off 
the Stage," Nov,, p. 156 (about Gaby Deslys). 
Crawford, Mary, C. "The Irish Players," Nov., p. 157/ 
Patterson, Ada. "A Negligee Chat With Madame Simone, " No-*, .p. 
159. 
Bell, Arehie, "America The Melting Pot of the Stars," Nov,, 
p. 163. 
1212 
Norman, Gertrude, "Suzanne Despres—A Great FrencL 
Tragedienne," Jan., p. 18, 
Tridon, Andre, "Interviewing a Russian Actor," Man, P. 92 
(about Paul.Orleneff). 
Mabie, Carmen, C. "On Tour With Ellen Terry," May, p. 161. 
Anonymous. "Arabs on the American Stage," May, p. 168. 
Steell, Willis, "French Successes Shortly to be Seen Here," 
Oct* p. 117. 
Kitchen, Karl, K. "A Newcomer on Broadway," Nov,, p. 144 
(about Martha Hodman). 
De Musset, Alfred. "An Evening at Madame Rachel's," Deo* 
p. 168. 
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1211 
A.P. (Ada Patterson?). "The Hungarian Invasion," Jan., p. 14. 
Steell, Willis. "The Apotheosis of Blague." Jan., p. 23 (about 
Sacha Guitry). 
M.M. "The Making of an Irish Player," Apn, p. 108. 
Fay, Frances, C. "The Divine Sarah Again With Us," June, p. 
164. 
Logo, Marc. "A Famous Actress Manager," July, p. 4 (about 
Rejane). 
Mme. Rhea. "Reminiscences of an Actress," Aug., p. 40; Sept* 
p. 104; Oct, p, 137; Nov,, p. 167. 
Grau, Robert. "Notable Stage Figures of the Sixties and 
Seventies," Aug*, p. 68. 
F.C.F. "Polaire the Magnetic," Dec* p. 187. 
1914 
Simone, Madame, "As Others See Us," Jan* p. 18. 
Anonymous. "Berlin Commedienne Charms New York," Jan, p. 
20 (about Fraulein Grete von Mayhof), 
Helburn, Theresa. "Dance Before the Mirror." June, p. 284 
(about Madame Simone), 
Uszell, Thomas, H. "Russia's Greatest Comedian," July, p. 
21 (about Ivan Davidoff). 
K.K.K. (Karl K. Kitchen?) "The Moscow Art Theatre," Aug* 
p. 56. 
Lathrop, Elise. "Phyllis Nielson-Terry To Play Here," Sept* 
p. 104. 
Kitchen, Karl, K. "Sacha Guitry—Famous Son of a Famous 
Sire," Sept, p, 118. 
Patterson, Ada. "Mile, Gabrielle Dorzat Swoops to Success 
in the Hawk." Nov* p. 210, 
1915 
Patterson, Ada, "Ellen Terry's Niece Upholds the Family 
Traditions," Jan* p. 32. 
Patterson, Ada. "A Purely London Type of Actor Who Visits 
Our Stage," Feb., p. 84 (about Kenneth S. Douglas). 
Fyles, Vanderheyden. "In English—More Or Less," Apn, p, 193. 
Stratton, Clarence, "The Stratford-on-Avon Players," June, 
p. 289, 
Her American Manager. "My Impressions of Sarah Bernhardt," 
Oct* p. 172, 
Valerio, Edith, "Yvette Guilbert to Revisit America," Oct* P* 
187. 
1212 
M.M. "Yvette Guilbert in Old Songs," Jan*, «p, 10, 
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1916 (Continued) 
Anonymous. "'Chez Fysher"* Jan* p. 28. 
Johnson, Robert, V. "Memories of Salvini," Man, p. 130. 
O'Connor, Eileen, "What Marguerite Leslie Learned in 
America," Man, p, 138. 
Ten Broeck, Helen, "Lyn Harding—A Versatile Player," June, 
p. 352, 
Dibley, Arthur. "Great Moments in Great Acting," Nov., p. 286 
(about Bernhardt, Duse, Julia Marlowe and others). 
Patterson, Ada. "Sarah Bernhardt—Superwoman," Dec* p. 342. 
Guilbert, Yvette. "The Actress of Tomorrow," Dec* p. 366. 
1917 
Burnham, Charles. "Charles Fechter's Debut in America," Jan*, 
p. 7. 
Steell, Willis. "Jacques-Copeau—Author, Actor and Producer," 
May, p. 288. 
Savage, Riehard. "Lucien Murcatore—A Singing Actor," Aug,, p. 
98. 
Ten Broeek, Helen. "Bernhardt»s Vision of Victory," Sept, p. 
150. 
Anonymous. "Jacques Copeau and His Theatre," Dec* p. 342. 
1918 
O'Connoi, Eileen.' "Spanish Players Strike New Note of Joy," 
Feb* p. 78. 
Bernhardt, Sarah. "The American Soldier in France," Man, p. 
158. 
Anonymous. "Between Trains With French Players," Apn, p. 208 
(about Susanna De pro's and Lugne Poe). 
Sayler, Oliver, M, "Behind the Scenes in Tokio," May, p. 288. 
Sanborn, Pitts. "Lucien Mircatore—Son of Marseilles," June, 
p, 352. 
Andrews, Charlton. "When Bernhardt Was a Barnum," June, p. 
372 
Sehell, Sherril* "The King of Bull Fighters," July, p. 38 
(about Joselito), 
Anonymous, "Modern Comedies At the French Theatre," Nov* p. 
292 (about Jaequeo Copeau and his Vieux Colombier). 
Anonymous. "A Chat With Cyril Maude," Dec* p. 364. 
1919 
Harney, Nora. "Personality Piotures, No. L.Tavie Beige," Jan.p.24, 
Seton, Harold, "The Charm of An Aeeent," May, p, 288, 
Anonymous, "The Players of the Mikado," June, p, 362. 
Greer, Howard, "An Afternoon With Gaby Deslys," Aug* p. 78, 
Anonymous, "New York Welcomes the French Players," Deo* p, 
396* 
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1920 
Greer, Howard, "Bernhardt Triumphs in New Role," Oct* p, 178, 
Anonymous. "Sarah Bernhardt as Athalie," Oct* p, 179, 
1221 
Nielsen, Alice. "Duse Returns to the Stage," Jan* p. 10. 
1922 
Rohe, Alice. "Gioranni Grasso Captures New York," Jan* p. 14. 
Gilliam, Florence. "The Bat a European Sensation," Jan, p. 
28. (about Moscow Art Theatre production, The Chauve-i 
- Souris). 
Anonymous. "Lucien Boyer—Chansonnier Franoais," Feb* p. 87. 
Miles, Carlton. "Duse Still Weaves Her Magic Spell," May, p. 
284. 
Taylor, J. F. "Russian Actors Under Societ Rule," May, p. 
298. 
Rohe, Alice. "Duse Breaks Her Silence," Sept* p. 137. 
Sayler, Oliver, M. "Europe's Premier Playhouse in the Offing," 
Oct* p. 215 (about Moscow Art Theatre). 
Rohe, Alice. "Bernhardt—The Invincible," Nov,, p. 303. 
1221 
Anonymous. "New York Premiere of Moscow Players at Hand," 
Jan* p. 14. 
Clark, Barrett, H. "Sacha and the Guitrys," Man, p. 25, 
Anonymous. "Heard on Broadway—Financial Success of the 
Moseow Art Theatre," Man* p. 39, 
Boleslawsky, Richard. "Stanislavsky—The Man and His Methods," 
Apn, p. 27, 
Hornblow, Arthur. "Olla Podrida: Editorial: What the 
Russian Players Taught Us," "The Passing of Sarch 
Bernhardt: A Tribute," May, p. 7. 
Rohe, Alice. "Benavente Visits Broadway," May, p. 9. 
Meltser, Charlee, Henry. "Sarah Bernhardt—In Memorian," 
May, p. 12. 
Anonymous. "Heard on Broadway—Moseow Art Theatre and Oliver 
Sayler, The Return of Duse," May, p. 39. 
Anonymous, "Heard on Broadway—Moooow Art Theatre in Chicago," 
June, p. 39. 
Lewisohn, Ludwig, "An American Art Theatre—Why Not?" Aug* 
p. 9. (influence of the Moscow Art Theatre). 
Anonymous, "Paris Grand Guignol Coming to America," Aug* p. 
20. 
Anonymous, "The Grand Guignol—A Theatre of Frightfulness," 
Sept* p. 13, 
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1923 (Continued) 
Anonymous, "Chariot's Revue Intlme Coming to New York," 
Sept* p. 22. 
Rohe, Alioe. "The Return of Eleanora Duse," Nov,, p. 26, 
Wilson, B. F. "Raquel Meller—A New Stage Personality," 
Nov* p. 24. 
1924 
Anonymous. "Heard on Broadway—Problem of Getting the 
Guitrys Over Here," Jan* p. 12. 
Anonymous. "Heard on Broadway—Extravagent Praise of Moscow 
Art Theatre and Eleanora Duse," Feb* p. 39, 
Gest, Morris, "Bringing Exotic Art to Broadway," Man, P* 9, 
Anonymous. "Heard on Broadway—Effect of Duse on Acting," 
Apn, p. 39, 
Herohey, Barnet, "Japanese Players to Invade New York," 
July, p. 22 (about Imperial Troupe from Tokio). 
Shipley, Joseph, T. "Pricking the Foreign Bubble," Sept* 
p. 20. 
Wiloon, B. F. "Gender's Superb Art to Delight Broadway," 
Nov* p. 9. 
Middleton, George. "The Lady With the Beautiful Hands," Dec* 
p. 22. 
1925 
Cohen, Bella. "The Kamerny Theatre Coming to America," Aug* 
P. 16. 
Anonymous, "Heard On Broadway—Firmin Gemier's Production 
of Eva Le Gallienne in Jeanne D'Arc." Aug* p. 44. 
Sayler, Oliver, M. "The Lyric Daughter of the Sober Russians," 
Sept* p. 12 (about Moscow Art Theatre Musical Studio), 
1926 
Anonymous. "Raquel Meller—A New Stage Personality," Man, 
p. 17. 
Vernen, Grenville. "Music—Review of the Moscow Art Theatre 
Musioal Studio," Man, p, 34. -- -
Sternberg, Sadie, Hope. "Sorel—The Beautiful," Apr* p. 24. 
L*Homme Qui Salt. "Heard on Broadway—Raquel Meller and the 
Press," June, p. 38, 
Cocroft, Thoda, "Youth Ahoy!" Oct., p. 10 (about Duse), 
Beehert, Paul, "'Habima'—A Theatre for the Jewish People," 
Nov* p. 20. 
Untormeyer, Louis. "The Barrymore of Berlin," Dec* p, 32 
(about Alexander Moissi). 
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1927 
L'Homme Qui Salt, "Heard on Broadway—Sorel, Copeau and 
Guitry," Feb* p. 34, 
Mason, Ellen, "Sacha Guitry Shows His Treasures," Man, p, 32. 
1928 
Anonymous. "Alexander Moissi Great," Feb, p. 19. 
Vender, Charles, 0. "Heard on Broadway—Max Reinhardt to 
Learn English," Sept* p. 32. 
Macaulay, Thurston. "Chevalier, Good Will Ambassador," Sept, 
p. 46. 
1930 
Barnes, Howard. "Hands Across the Season," May, p. 18. 
Littell, Robert. "The Russians Are Coming," June, p. 18. 
Golden, Sylvia, B. "The Romance of Sarah Bernhardt," July, 
p. 18. 
Golden, Sylvia, B. "The Romance of Eleanora Duse," AugrSept* 
p. 18. 
Fuller, Hector. "The Hindus Are Coming," Nov* p. 45. 
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